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A NOTE ON TERMINOLOGY

In order to show respect for te reo Mori (the Mori language), I have chosen not
to draw attention to Mori words and phrases with italics. This has become the standard
practice for scholars studying Aotearoa New Zealand, for rather than treating Mori
words as something foreign in the text, it gives both languages equal status. For issues of
respect and also clarity, I have chosen to use macrons to indicate long vowels (as in the
case of Pkeh). The terms “Mori” and “Pkeh” are always capitalized, whether used
as nouns or adjectives. Mori words are not given a final “s” to indicate pluralization
(i.e., one Pkeh, three Mori) or possession. Whenever Mori words or phrases are in
quoted material, I retain the orthographic qualities of the original source.
Finally, when referring to the country’s recent bicultural history, I refer to the
country as “Aotearoa New Zealand,” retaining both the Mori and English names.
However, when referring to earlier periods, and when using the country’s name as an
adjective, I use “New Zealand” only.
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ABSTRACT

LaCasse-Ford, Rachel. M.A., Purdue University, May 2014. Resisting the Canon: Mori
and the New Zealand Short Story 1953-1984. Major Professor: Shaun F.D. Hughes.
This thesis offers informed readings of a wide selection of short stories by both Pkeh
(ethnically European New Zealand) and Mori (indigenous peoples of Aotearoa New
Zealand) writers in an effort to place these stories, and anthologies in which they are
canonized, within a cultural and historical context. It provides a concise literary
genealogy of the Mori within the New Zealand short story, and it explores the ways
Mori short story writers pushed back against racist portrayals of Mori and efforts to
silence or contain the Mori voice.

1

INTRODUCTION
My interest in Aotearoa New Zealand began in 2011 during a three-month
backpacking trip across the North and South Islands. I wanted to find a book of local
short stories to read during my trip, and so I poked around in shops and leafed through
books until at last, as I was leaving a Wellington thrift shop, a book caught my eye:
Classic New Zealand Short Stories (1994).1 I read the collection, a reprint of a collection
first published in 1953, during the remainder of my trip, and as I learned more about the
history of the country, particularly in regard to its colonial past, the more I wondered,
What is it that makes these “classic New Zealand short stories?” And why are no stories
by Mori (the indigenous peoples of Aotearoa New Zealand) included in this collection?
This book would eventually become the first installment of a four-volume anthology,
published between 1953 and 1984, forming what now makes up the core canon of New
Zealand short stories.2 There have been some critical examinations of the short story
canon in Aotearoa New Zealand,3 but no one has yet offered a sustained look at the

1

Dan Davin, ed., Classic New Zealand Short Stories (Oxford: Oxford University Press, 1997; repr.). This
collection was originally published in the Oxford World’s Classics series under the title New Zealand Short
Stories (1953).
2
The other three series in this anthology are: C. K. Stead, ed. New Zealand Short Stories Second Series
(Wellington: Oxford University Press, 1976) first published 1965; Vincent O’Sullivan, ed. New Zealand
Short Stories Third Series (Wellington: Oxford University Press, 1976) first published 1975; Lydia Wevers,
ed. New Zealand Short Stories Fourth Series (Auckland: Oxford University Press, 1984).
3
See Joel Gwynne, The Secular Visionaries: Aestheticism and New Zealand Short Fiction in the Twentieth
Century, Costerus New Series 186 (Amsterdam: Rodopi, 2010); Cherry Hankin, ed. Critical Essays on the
New Zealand Short Story (Auckland: Heinemann, 1982); W. H. New, Dreams of Speech and Violence: The
Art of the Short Story in Canada and New Zealand (Toronto: Toronto University Press, 1987); there is a
brief section devoted to New Zealand short stories in Jacqueline Bardolph, ed. Telling Stories: Postcolonial
Short Fiction in English, Cross/Cultures 47 (Amsterdam: Rodopi, 2001).
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treatment of Mori within that canon.1 This thesis attempts to fill this gap in the
scholarship surrounding the literary history of the nation’s short story canon and the
position of the Mori within it.
Looking at cultural productions such as the short story offers a unique approach to
exploring the effects of imperialism, colonialism, and decolonization on twentiethcentury Aotearoa New Zealand. Short stories have always played a major role in New
Zealand literature and what Edward Said terms “culture.”2 Narrative is a crucial aspect of
culture, Said argues, because “stories are at the heart of what explorers and novelists say
about strange regions of the world” and “they also become the method colonized people
use to assert their own identity and the existence of their own history.”3 “The power to
narrate, or to block other narratives from forming and emerging” is one of the most
important ways in which colonizers and colonized discursively “contend with one
another.”4 This struggle to assert and block narratives characterizes much of the history
of the New Zealand short story. Therefore, one of the goals of this study is to explore the
ways imperialism affected the development of the canon.
There has been large critical debate on what a short story is and how it ought to be
both written and read. The short story has a long history within the West. Critics have
underlined affinities between the short story and other genres, such as the sketch, the

1

Michelle Keown has written a book chapter which “offers an overview of Mori short fiction in English
published in Aotearoa/New Zealand from the early 1970s to the present,” with a particular focus on Patricia
Grace. Michelle Keown, “‘Sheddings of Light’: Patricia Grace and Mori Short Fiction,” The Postcolonial
Short Story: Contemporary Essays, eds. Maggie Awadalla and Paul March-Russell (New York: Palgrave
Macmillan, 2013) 33-48 at 33. See also Witi Ihimaera, ed., Where’s Waari?: A History of the Mori
Through the Short Story (Auckland: Reed Books, 2000), an anthology in which Ihimaera collects
previously anthologized short stories containing Mori characters.
2
Said defines “culture” as “all those practices, like the arts of description, communication, and
representation, that have relative autonomy from the economic, social, and political realms and that often
exist in aesthetic forms, one of whose principal aims is pleasure.” Edward Said, “Introduction” to Culture
and Imperialism (New York: Vintage Books, 1994) xi-xxviii at xii.
3
Said, “Introduction,” xii.
4
Said, “Introduction,” xiii.
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fable, the folktale, the parable, the anecdote, and the medieval romance, and have placed
the short story’s origins within early oral traditions.5 This connection is significant for
many scholars, particularly those looking at postmodern stories that foreground the
genre’s malleable nature. For many, the short story is “shadowed by its oral past, partially
because of its fusion of the folktale with the sketch, the latter tending towards realism
whereas the former tends towards fantasy,” leaving not a concrete genre, but rather
narratives that vary in length and focus, that may choose to integrate or reject various
criteria traditionally associated with the genre, often creating something new with each
invention.6
This quality of the short story is particularly interesting to scholars who work in
the field of postcolonial studies. Mary Louise Pratt shows that traditionally marginalized
or silenced voices have been able to find solid ground to stand and speak to dominant
culture.7 This theory has led to many readings of culturally othered voices within the
Western canon. The focus of much of this scholarship is on how these othered voices are
able to speak within dominant discourse, while still maintaining some level of autonomy
and agency, often accomplished by utilizing cultural traditions of storytelling into their
short stories. In her chapter on Patricia Grace, Keown argues that “among New Zealand’s
Mori writers who draw upon oral traditions, Patricia Grace comes closest to bridging the
gap between oral and written narratives.”8 Keown utilizes Deleuze and Guattari’s model
of “minor literature” to demonstrate the effect this bridging has on the New Zealand short

5

See Walter Allen, “The Modern Story: Origins, Background, Affinities,” The Short Story in English
(Oxford: Clarendon Press, 1981) 3-23.
6
Maggie Awadalla and Paul March-Russell, “Introduction,” to The Postcolonial Short Story:
Contemporary Essays, eds. Maggie Awadalla and Paul March-Russell (New York: Palgrave Macmillan,
2013) 1-14 at 2.
7
Mary Louise Pratt, “The Short Story: The Long and the Short of It,” Poetics 10 (1981): 175-194 at 187.
8
Keown, “‘Sheddings of Light’,” 40.
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story canon. Grace uses features of Mori language and culture to “infiltrate” the “major”
language and begin a process of “deterritorialization.”9 This process “undermines any
sense of univocal authority and shifts the parameters of meaning towards the ‘minor’
writer’s own cultural milieu.”10 Grace’s work deterritorializes the New Zealand short
story, moving it out of the Western tradition and into a space that allows for
interpretations based in non-Western customs and discourses.
Keown rightly acknowledges that the terms “major” and “minor” are
“problematic in their association with processes of domination and subjection in colonial
discourse,” but she feels the argument is nevertheless useful.11 Postcolonial scholars are
especially attuned to the limitations of viewing indigenous writing only from a Western
theoretical vantage point. As a researcher who does not identify as Mori, I feel it is
important to articulate my own subject position in order to avoid committing any
“recolonizing” practices in my discussion of a culture and history that I do not claim as
my own. In her monograph, The Circle and the Spiral (2004), Eva Rask Knudsen
emphasizes the importance for postcolonial researchers to perform “indigenised”
reading—that is, reading with an attempt to understand the indigenous perspective.12
Performing an “indigenised” reading safeguards scholars from approaching a text only
from a Western perspective, only judging a work of literature by Western literary
standards. Paola Della Valle points out that theoretical terms such as “postcolonialism”
and “postmodernism” have “originated in the Western academy,” and that as scholars we

9

Gilles Deleuze and Félix Guattari, Kafka: Toward a Minor Literature, trans. Dana Polan, Theory and
History of Literature 30 (Minneapolis: University of Minnesota Press, 1986) 26.
10
Keown, “‘Sheddings of Light’,” 40.
11
Keown, “‘Sheddings of Light’,” 40.
12
Eva Rask Knudsen, The Circle and the Spiral: A Study of Australian Aboriginal and New Zealand Mori
Literature, Cross/Cultures 68 (Amsterdam: Rodopi, 2004) 3.
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must be aware of the dangers of placing non-Western texts into Western conceptual
frameworks.13
My own approach is a qualified version of the methodologies outlined above. In
order to talk about Mori in the New Zealand short stories canon, I must be able to locate
Mori within a Western literary tradition. (This is the focus of chapters one and two.)
This is not to say that Mori writers cannot borrow from both traditions to create a
culturally significant text (or in fact, that they must borrow from one at all). My readings
depart from the basic assumption that while Mori writers identify within a particular
cultural and literary tradition, the critic does not have the right to judge their work against
artificial expectations of what a text by such an author ought to look like. Mori writing
is not wholly steeped in traditionalism, nor is it entirely divorced from it. What makes
Mori writing in English so interesting is the way it sometimes wrestles with its own
divided allegiances. Just as Mori identity is a thing to be defined and redefined by those
who claim it as their own, Mori writing cannot be pinned down as being this or that. My
intention is to familiarize the reader with the development of the New Zealand short story
canon so that I can locate Mori within this Western tradition, while simultaneously
critiquing the impulse to do so. Anthologists of the twentieth century (whose
introductions will be a major focus in chapter two) have long attempted to define the
“Mori short story,” and as this thesis will argue, it is this desire to define that recolonizes
the Mori voice, that blocks the narrative from emerging on its own terms, as defined by
its own creators. Chapter three will look at short stories by Mori writers in order to
observe this process of recolonization from an indigenous perspective. The Mori writers
I discuss are less interested in defining “Mori” as they are in opening up a dialogue,


13

Della Valle, From Silence to Voice: The Rise of Mori Literature (Auckland: Oratia Media, 2010) 106.

6
inviting readers (especially Mori readers) to consider the ways “Mori” has been
articulated by both Pkeh and Mori, and the ways it might be reconsidered in a
contemporary context.
This thesis does not focus on a single author or text, but rather it attempts to offer
informed readings of a wide selection of short stories by both Pkeh and Mori writers
in an effort to place these stories, and the anthologies in which they are canonized, within
a cultural and historical context. It will provide a concise literary genealogy of the Mori
within the New Zealand short story, and it will explore the ways Mori writers have
pushed back against racist portrayals of Mori and efforts to silence or contain the Mori
voice. Scholars may find this work helpful when researching the development of the
postcolonial short story or the history of Aotearoa New Zealand through a postcolonial
lens. My hope is that scholars will find it useful to have this history pieced together in
one place and presented with a critical eye focused both on the literature and on the
ontological underpinnings of that literature. Anne K. Burke Erickson’s dissertation,
which focuses on Irish contributions to the short story form, has also informed the way I
approach this subject.14 By looking at Irish short stories and their historical and cultural
contexts, Burke Erickson’s dissertation “creates a fruitful new arena for narrative
discourse, which not only benefits Irish short story writers, but also the whole genre.”15
In this vein, part of my goal in writing this thesis is to demonstrate how the history of the
New Zealand short stories has influenced the way we talk about short stories today.


14

Anne K. Burke Erickson, “The Irish Short Story: A Tale of Minorities, Imperialism, and Canonical
Consequences,” Diss. Purdue University, 2000.
15
Burke Erickson, “The Irish Short Story,” 4.
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CHAPTER ONE
THE SHORT STORY
Short Story Theory
Beginnings
Most scholars point to Edgar Allan Poe as the first person to give the short story
serious critical consideration. His 1842 review of Nathaniel Hawthorne’s Twice-Told
Tales places the short story (which he calls the “prose tale”) almost at the very top of the
literary hierarchy, just below poetry, saying that it “affords unquestionably the fairest
field for the exercise of the loftiest talent.”1 In addition to arguing for the genre’s
importance in the literary canon, Poe outlines some basic tenets of the genre, most
notably the “unity of effect or impression.”2 Unlike the novel, he argues, the prose tale is
able to sustain a single effect until the very end, allowing for the proper build-up of
tension and emotion. Whereas the novel’s length can lead to “weariness or interruption,”
a tale that may be read in a single sitting is able to keep the reader’s attention and
maintain “control” of the reader’s “soul,” thus leaving “an intense and enduring
impression.”3


1

Edgar Allen Poe, “Review of Twice-Told Tales,” Short Story Theories, ed. Charles E. May (Athens: Ohio
University Press, 1976) 45-51 at 46.
2
Poe, “Review,” 46.
3
Poe, “Review,” 47.
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Poe’s theories remained influential throughout the following century, as the short
story rose in what Ferguson calls the “hierarchy of genres.”1 Magazines printed serial
stories which were consumed voraciously by the reading public. Because of their length
and simple plot structure, short stories quickly became the favorite medium for children’s
stories. Once key modernist writers began to take the genre seriously, however, there was
a desire in critical circles to move the genre out of mass culture and into high culture. A
line was drawn between “high brow” (stories that exuded a particular kind of aesthetic)
and “low-brow” (stories which relied more heavily on plot development than artistry).
Brander Matthews designated the two categories as “true Short-stories” and “stories
which are merely short,” giving the former title to works that best adhere to Poe’s “unity
of impression” principle.2
The Modernist Short Story
James Joyce modernized the “unity of impression” principle in the early twentieth
century by introducing what came to be known as the “epiphany.” This technique is
typically read as a sudden realization that unites many themes and motifs that were
introduced earlier in a given text. Dominic Head describes the epiphany as “the
archetypal model of the single-effect doctrine in short story theory since Poe.”3
Moreover, it became, and remains, “a central principle in short story composition, as well

1

Suzanne Ferguson, “The Rise of the Short Story in the Hierarchy of Genres,” Short Story Theory at a
Crossroads, eds. Susan Lohafer and Jo Ellyn Clarey (Baton Rouge: Louisiana State University Press, 1989)
176-92 at 176.
2
Brander Matthews, “The Philosophy of the Short Story,” Short Story Theories, ed. Charles E. May
(Athens: Ohio University Press, 1976) 52-59 at 52. For further discussion on the distinction between these
two types of stories, see Dominic Head, The Modernist Short Story: A Study in Theory and Practice
(Cambridge: Cambridge University Press, 1992) at 16. Also see Ferguson, “The Rise of the Short Story,”
177-78; and Clare Hanson, Short Stories and Short Fictions, 1880-1980 (New York: St. Martin’s Press,
1985) 6-7.
3
Head, The Modernist Short Story, 48.
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as a key term in short story criticism.”4 According to Ferguson, the “prestige” that came
to define the modern short story is largely due to writers’ ability to write in this “code of
generic and stylistic conventions [namely, the unity of impression technique] that only
the initiate of modern art could decipher.”5
Typical interpretations of this technique were challenged, however, when
Dominic Head argued that modernist writers implemented “disunifying [rather than
unifying] effects”; techniques like “ellipsis and ambiguity” 6 were used not as a way to
unite a story with a “single effect” but instead as a way to create a “nexus of a variety of
forces.”7 Through this reading, Head emphasized the significance of context, arguing that
the kind of “disruption” that disunifying techniques creates “establishes a connection
between text and context.”8 He believes that modernist writers felt drawn to the short
story form because of its “stress on literary artifice.” For modernists, experimentation and
formal innovation “is the linchpin of modernism and of the social perspectives it offers.”9
Therefore, Head establishes a significant connection between the short story genre and
the historical moment of modernism.
This methodology has direct relevance when analyzing the rise of the short story
within the literary canon of Aotearoa New Zealand. During the modernist period, New
Zealand short story writers were aware of the same forces of consumer periodical culture
as their counterparts in England and the United States. Stories were published serially in
periodicals, both locally and abroad. The local venues provided an outlet for writers to

4

Head, The Modernist Short Story, 49.
Ferguson, “The Rise of the Short Story,” 190.
6
Head, The Modernist Short Story, 2, emphasis original.
7
Head, The Modernist Short Story, 49, emphasis original.
8
Head, The Modernist Short Story, 2.
9
Head, The Modernist Short Story, 2.
5

10
portray places and character types that local readers could identify, while the stories
aimed at a European audience attempted to portray a piece of distant, colonial life. Both
types of stories tended to capture places, people, and events in a superficial and
uncomplicated way through popular genres like the romance, the yarn, the adventure
story, the racing story, and the comic sketch.10
Katherine Mansfield was the first prominent New Zealand writer to give the short
story the kind of gravitas that we have come to associate with the modernist movement.
However, her position within the New Zealand canon has been described as
“inconclusive.”11 Often she is simply subsumed into the British canon alongside high
modernist writers like Virginia Woolf, whose work greatly influenced Mansfield and
who, in turn, was influenced by Mansfield’s narrative experimentation. However, it has
been emphasized that it is precisely Mansfield’s background that allowed her to explore
identity through narrative in such a deep and complex way. Even after moving to
England, marrying an Englishman, and becoming a British subject, Mansfield never quite
felt at home in England.12 Her own fragmented identity mirrored the way modernists
envisioned life and human nature; her drifting allowed her to remain attached to New
Zealand in a meaningful way (many of her best stories are set in her homeland) while still
allowing her work to speak to and influence a larger European community. Head argues
that Mansfield’s stories replicate in form the messages they convey. For instance, in his
reading of “Bliss,” Head writes that “the ambiguity” with which the story approaches the


10

Lydia Wevers, “The Short Story,” The Oxford History of New Zealand Literature in English, ed. Terry
Sturm (Auckland: Oxford University Press, 1991) 202-68 at 203.
11
Wevers, “The Short Story,” 215.
12
For further discussion, see Ian A. Gordon, “Introduction.” Undiscovered Country: The New Zealand
Stories of Katherine Mansfield, ed. Ian A. Gordon (London: Longman, 1974) ix-xxi at xi.
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issue of Bertha’s latent homosexuality, “replicates the uncertainty of the experience.”13 In
a similar way, Mansfield’s fragmented narratives, such as her well-known story,
“Prelude,” mirror her own fragmentary and elusive cultural identity.
The Social Realists
Due to Katherine Mansfield’s strong connection to the European tradition, there
remained a desire to define a true New Zealand short story. Writer-critic Dan Davin
(1913-1990) asserted that New Zealand had no real contribution to the short story form,
that Katherine Mansfield belonged to a different tradition, and that New Zealanders
simply took what the Europeans had taught them and applied it to a New Zealand
landscape populated with New Zealand characters.14 This view is certainly persuasive,
for the work of New Zealand short story writers mirrors some of the trends that were
visible in works coming out of Britain and the United States during this period. The
global hardships of the 1930s caused writers in each of the aforementioned countries to
reject the modernists’ preoccupation with literary artifice and to focus instead on the
material plight of the lower and middle classes. This shift toward social realism provides
the foundation for what would become the New Zealand short story canon.
Clare Hanson reviews this period in her comprehensive monograph, Short Stories
and Short Fictions, 1880-1980 (1985). She focuses on the work of Frank O’Connor and
Sean O’Faolain, who in part make up what Hanson calls the second generation of “taletellers.”15 These writers, she says, were interested in getting back to what Poe saw as the

13

Head, “The Short Story,” 30.
D.M. Davin, “Introduction,” to New Zealand Short Stories First Series, ed. D.M. Davin (Wellington:
Oxford University Press, 1976; repr.) i-vi. This is another reprint of the collection first published in 1953.
15
Hanson, Short Stories, 82.
14
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democratizing potential of the short story.16 Specifically, they wanted to reestablish the
connection between the reader and the story. They saw the modernists as too keen to
separate the reader (and the writer) from the text, and as too focused on the art object. To
O’Connor and O’Faolain, the short story form should have a material connection to those
who consume it. Rather than trying to create an “intensely cultivated subjectivity,”
writers should “[follow] closely the contours of human experience,” and show readers the
general as well as the particular ways in which people experience life.17 Instead of
alienating or losing one’s audience, a “recognizable pattern [of] experience” is
reestablished, and readers become a more central part of the short story’s form.18 As Poe
had argued in 1842, if the message is lost on the reader, the story falls short of its
potential.19
This principle came to be embraced by New Zealand writers and critics at around
the same time. Frank Sargeson (1903-1982), who began by publishing sketches in a
weekly periodical based in Christchurch, eventually came to be seen as the father of New
Zealand literature. His short stories captured the vernacular of the people and places of
New Zealand. Heavily influenced by the work of American short story writer Sherwood
Anderson, Sargeson’s stories depicted realistic people doing realistic things, speaking in
familiar accents, having familiar conversations.20 Like O’Connor and O’Faolain,


16

In his review of Hawthorne’s Tales, Poe praises the short story, over the rhymed poem, for its
democratizing appeal to a larger body of readers. See Poe, “Review,” 48.
17
Hanson, Short Stories, 82-83.
18
Hanson, Short Stories, 83.
19
Poe criticized Hawthorne’s “Minister’s Black Veil” for burying its “messages of Truth,” and thus making
it less understandable for the majority of its readers. See Poe, “Review,” 50.
20
William S. Broughton, “Sargeson, Frank,” Oxford Companion to New Zealand Literature, ed. Roger
Robinson and Nelson Wattie (Melbourne: Oxford University Press, 1998) 474-76 at 474. This may not be
unrelated to Sargeson’s repressed homosexuality. See Michael King, Frank Sargeson: A Life (Auckland:
Viking, 1995) 93-96 et seq. On the other hand this was the pervasive ideology of the times. See Kai Jensen,
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Sargeson emphasized the importance of the reader to the story and explored the complex
realities that New Zealanders faced, trapped within a Puritanical past, in “a spiritually
depressed society.”21
As William S. Broughton points out, however, Sargeson’s prose focused
“relentlessly on his male characters and their experiences.”22 Thus, the voice of
“universal New Zealand experience” was almost exclusively white and male. Of course,
this is also the case outside of New Zealand writing. In his landmark essay, The Lonely
Voice (1963), O’Connor discusses what he calls “submerged populations…outlawed
figures wandering about the fringes of society.”23 For O’Connor, short stories have the
unique ability to make the familiar strange—to convey a familiar experience in an
unfamiliar way or from an unfamiliar perspective. Thus, the short story is the perfect
form through which traditionally silenced voices might speak. These populations, though
submerged, remain predominantly male and white. Like Sargeson, O’Connor was
interested in the ways the (male) individual was able to push back against the currents of
society and represent something wholly other, yet “wholly other” did not look “wholly
different.”
Although O’Connor’s vision of the lonely voice did not extend far beyond the
subaltern Irish male, this principle can be applied to other “submerged populations,” such
as women and people of color. In New Zealand, the writing of Jean Devanny (1894
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1962) was similar to Sargeson’s in its raw depiction of “real” New Zealand life.
However, she did not write for the “educated middle-class,” as Sargeson did, but rather
she wrote for and of “the plain-speaking, truth-telling, hard-drinking, and hard-up rural
New Zealander.”24 Though her work seems to support the ideas of writers like Sargeson,
her writing met with “hostile reception” due to her gender and her commitment to
feminism and Marxism.25 It was not until much later that her work was identified as “a
crucial change in direction for short fiction.”26 Both Sargeson and Devanny pushed New
Zealand writers out of the genres of romance and pastoral colonial landscapes, opening
up a space where political concerns could be raised and debated in a public forum.
The social realists played a vital role in the development of the New Zealand short
story. The traditions started by writers such as Frank Sargeson and Dan Davin (who will
be discussed in chapter two) would shape the New Zealand short story for a generation.
Whether writers attempt to mimic their techniques or whether they attempt to challenge
them and create something different, the work from this period has remained a sounding
board against which all other short stories from Aotearoa New Zealand are read. It is this
tradition, narrow both in terms of race and gender, which postmodern and postcolonial
writers would attempt to challenge and open up in order to create a more inclusive and
malleable definition of the New Zealand short story.
Postmodern and Postcolonial Approaches
In order for all submerged populations to be given voice within the canon (not just
white, middle-class males), a shift needed to occur. According to Iftekharrudin et al,
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postmodernism provided that shift. With the dismantling of grand narratives, there
opened up a space for alternative epistemologies to surface. This can be seen in the way
the short story itself changed as writers attempted to challenge the formal traditions of the
genre. In the introduction to the edited collection of essays on postmodern readings of the
short story, Iftekharrudin et al argue that postmodern writers attempted to flatten the
hierarchies that had been established through the formation of the canon, and to subvert
the dominance of any one narrative style over another. As a result, the “spatial” narrative
style challenged the prominence of the more traditional “linear” style.27 For decades,
linear stories dominated the short story form, most likely because of their connection to
popular periodicals, which called for “finely crafted plots and simple ironic reversals that
concluded each story.”28 The modernists began playing with spatial narrative structure,
(for example, in works like Conrad’s Heart of Darkness,) but it wasn’t until the middle of
the century when writers began to reveal the short story’s potential for play.
Postmodernism, as it came to be known, showcased a “loss of belief in the authenticity of
the ‘real’ world.”29 Stories by writers like Jorge Luis Borges and John Barth continually
questioned their own existence and authenticity, often emphasizing their own artificiality
and folding back in upon themselves. The lines (between text and author or text and
reader) are held up and critiqued, subverted and destroyed.
In addition to making the form more playful, postmodernism also allowed more
voices to speak. Because of the postmodernism movement, which can be characterized as
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“a set of ideas and practices that reject hierarchy, stability and categorisation,”30
hierarchies are flattened, traditional epistemologies are decentered, and marginalized
voices are allowed to speak. This reorientation has challenged the structural integrity of
the short story genre. Awadalla and March-Russell explain that some postmodern writers
(such as John Barth, Emma Dohaghue, and Neil Gaiman) have turned back to the short
story’s “oral roots,”31 using “language, content and imagery of the folkloric tradition as
part of their individual practice.”32 These writers employ “formal experiments” that
“disrupt the composed authority of the printed page.”33 By connecting to “early modern
storytellers” like Geoffrey Chaucer through “use of accent, idiom, register and pastiche,”
and by mimicking “the pauses, hesitancies and digressions of living speech,” writers
“draw attention to the writerliness of the text”34 in an attempt to “make authentic the act
of knowing.”35
In the last several decades, scholars have turned their attention to the
“postcolonial short story.” In 2013, Maggie Awadalla and Paul March-Russell edited one
of the first major collection of essays devoted to this particular approach to reading the
short story.36 In this volume, scholars examine short stories from a number of postcolonial nations, including African countries, Canada, India, the Arab world, and the
Caribbean, as well as diasporic writing. In their introduction, Awadalla and MarchRussell attempt to explain why the short story has been such an important genre for post
30
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colonial writers. They suggest that it may stem from “the short story’s association with
the oral roots of folk culture.”37 Additionally, they recognize the inherent difficulty in
categorizing the short story’s “resistance to being either high or low culture” and suggest
that its tendency to “[defy] categorization” lends itself to writers whose identities
likewise defy Western tradition.38
To this collection, Michelle Keown contributes a chapter about Mori writer
Patricia Grace and “Mori Short Fiction” more generally.39 Keown has published
abundantly on Mori writing, and this is one of the first significant critical looks at the
relationship between the short story and indigenous peoples of the Pacific.40 In this piece,
Keown theorizes the connection between the short story in English and the Mori writers
who practice it. She points back to Frank O’Connor’s “submerged populations” who exist
in isolation, but she rightly points out that it has “little relevance to the large body of
Mori writing that…celebrates communal Mori values and social practices.”41 Della
Valle explores the influence of traditional storytelling practices and moritanga (the
experience of being Mori) on Mori writing in English. She calls Mori writing in
English “a hybrid literature,” which “moulds the genres of the Western canon and the
language of the colonisers into new forms, reflecting the influence of the Maori oral
tradition, the pace and rhythm of the Maori language, and a different sensibility.”42
Moreover, she argues that “Maori writing uses the English language and is articulated
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through Western literary genres, yet it is grounded on premises that do not belong to the
scope and forms of the European canon,” because Mori tradition is saturated in
narratives, mythologies, cultural texts, symbolism, and metaphor unique to the Mori
culture and different from the Western canon of art and literature.43
This demonstrates the inherent complexity of Mori writing in English. Many
writers discussed in this study identify as Mori but grew up in a hybrid world, with
sometimes very little exposure to traditional Mori language and customs before
adulthood. What does it mean, then, to write as a Mori in the English language, within a
distinctly Western genre like the short story? What is Mori writing? What is a Mori
writer? These questions are not asked in order to pin down a definitive and conclusive
answer. Rather, they are asked as a rhetorical measure in order to demonstrate the kinds
of questions that preoccupied the editors and reviewers of Mori writing in English from
roughly the 1950s to the 1980s. These editors and reviewers, Pkeh men and women,
often desired to pinpoint precisely what made a work a “Mori short story.” Not
surprisingly, the answer produced most often related to traditionalism and the writer’s
ability to incorporate Mori traditionalism into his or her writing.
This is problematic, of course, because as Homi Bhabha articulates:
The ‘right’ to signify from the periphery of authorized power and privilege does
not depend on the persistence of tradition; it is resourced by the power of tradition
to be reinscribed through the conditions of contingency and contradictoriness that
attend upon the lives of those who are ‘in the minority’.”44
A Mori writer is not one who holds fast to tradition, but rather who is empowered by
that tradition to articulate a new and complex identity, changing and adapting tradition
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within their ever contingent and contradictory existence. As this study will show, Pkeh
editors who were bringing Mori writing into the public sphere attempted to contain that
writing by sweeping it into the New Zealand canon, and by allowing only a very limited
definition of “Mori writing.” This study explores the development of the Mori short
story in English by locating it alongside, within, and against the congruent development
of the New Zealand short story canon during the twentieth century. It demonstrates the
numerous ways Mori writers have braided together western and Mori languages and
customs to express and problematize the complexities and ambiguities of contemporary
Mori identity, and it offers a concise genealogy of the history that led to the creation of
this hybrid literature.
Early New Zealand Writing
Tales from Maoriland
In the 1790s, England began to rely on New Zealand for raw natural resources. As
demand for whale and seal oil rose to “[grease] the machinery of Britain’s Industrial
Revolution and [light] the homes of its workers.”45 In an effort to control the accession
and distribution of these resources, the British government invited its citizens to relocate
to New Zealand. Beginning in the 1830s, there was a boom in demand for land, and
settlers began pouring into the colonies. White-settler writing from this period mostly
consisted of non-fiction accounts of mariners and settlers that were aimed primarily at a
British audience. These works included personal accounts, travel narratives, journals, and
diaries. The earliest short fiction was published by “small groups and literary societies
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whose effort [was] directed mainly at documenting and recording the local
environment.”46 As Lydia Wevers shows, the line between truth and fiction begins to blur
during this period, as writers used fiction to show reality. “A Tale I Heard in the Bush,” a
story that takes place in Australia, “is framed, like many colonial stories, as an oral
narrative, authentic word of mouth.”47 In this instance, oral storytelling is seen as an
indication of veracity.
These tales of adventure and romance in far off places became increasingly
popular. They supported the imperial project on the domestic front, for the image of
colonization presented to British readers was not one of exploitation and devastation of
peoples and natural resources, but rather it was presented as a game, an adventure taking
place in an exotic and terrifying world of the bush, in antipodal islands inhabited by
savages who must be outsmarted and outmaneuvered by the cleverer British settler
protagonist. Readers read these stories from the comfort of their own middle class homes
by lamplight likely fueled by the oil obtained from whales and seals off the very coasts
they were reading about. Thus, readers participated in the destructive cycle of
colonization by demanding more raw resources, and thus causing more damage to be
done to local ecologies, indigenous wildlife, and indigenous people.
Across the British Empire, colonial literature of this period tended to share many
qualities. In particular, Australian bush tales shared many qualities with the bush tales of
New Zealand. As more and more Britons moved to New Zealand, and the tide of
generations started to turn, there grew a desire to distinguish New Zealand stories as
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different from those coming out of Australia. However, this difference was not conveyed
through style or motif, but rather through the presence of the Mori other. As Phillipa
Mein Smith points out, the “biggest losers [in the colonial boom] were Maori.”48 As
British settlers purchased land, Mori were relocated to tenths—“sections of land
scattered among the European holdings,” the idea being to allow the Mori to absorb
swiftly into “the march of civilisation going on around them.”49 In reality, Mori did not
move to the cities but retreated into rural areas of New Zealand. Life on the margins of
society was unstable and potentially dangerous. Mori were “underpaid for their land,
deprived of their best land, and denied cheap loans to develop the remainder,” often being
left with barely enough to survive.50
At this point, Mori were no longer a legitimate threat to the white settlers, and so
they became a useful tool for the formation of a Pkeh identity. They became an
emblem of New Zealand, an icon that could be used to define New Zealand and its white
inhabitants as having a distinct experience and identity. This can be seen in the way New
Zealand came to be known as “Maoriland.” To Australian newspaper editors, and others
outside of the South Pacific, Maoriland became “a literary synonym for New Zealand.”51
Books were published with titles such as Musings in Maoriland (1890), and journals like
The Maorilander (1901) and The Maoriland Worker (1910-1924) were circulated.52 In
fact, Stafford and Williams argue that the use of this title “came to register the first

48

Phillipa Mein Smith, A Concise History of New Zealand (Cambridge: Cambridge University Press, 2005)
108.
49
Evans, The Long Forgetting, 51.
50
Mein Smith, A Concise History, 108.
51
Jane Stafford and Mark Williams, Moriland: New Zealand Literature, 1872-1914 (Wellington: Victoria
University Press, 2006) 10.
52
Thomas Bracken, Musings in Maoriland (Dunedin: A.T. Keirle, 1890).

22
literary evidence of a national consciousness.”53 Unlike the earlier colonial writings of
mariners and settlers, these Maoriland writings captured an effort of collective identity
formation. Through this discourse, Pkeh New Zealanders started to see themselves not
as disparate colonies set up by various agencies or companies, but as one unified
consciousness, defined by the fact that every member of every colony lived in the land of
the Mori. In this way, they appropriated Mori difference in an attempt to create a
unique identity, one that would set them apart from other British colonies around the
globe.
Literature became instrumental in creating this discourse of the emerging New
Zealand identity. Katherine Mansfield utilized Mori characters in a number of stories for
the “exotic currency” they held for her English readers.54 She wrote Mori characters into
her stories and included bits of te reo Mori (the Mori language) in order to create a
distinct identity for herself as a transplant writer in England, “exaggerat[ing] her
apartness as an artist in an unsympathetic environment [and making] it the basis of a
literary persona.”55 Aimee Gasston looks at Mansfield’s “fascination with cannibalism,”
something that has been associated with the Mori people since first contact.56 Gasston
argues that Mansfield views cannibalism as symbolic of the artistic process. She uses the
metaphor first to critique bourgeois intellectuals “pick[ing] over the bones of each other’s
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creations,” and also to demonstrate her own artistic practice, which involves consuming a
subject before being able to recreate it on paper.57
It is clear that while Mansfield’s writing at times seems sympathetic to the plight
of the Mori or her Mori characters, her sympathy does not extend beyond her
appropriating that plight to symbolize her own modern condition. Mori characters not
only put her writing into an exotic space, but they allow modernist readers to associate
the fading Mori with the fading of cultural and personal innocence. They are a “hostile
emanation in the native bush,” a “savage spirit of the land [which] roams unchecked at
sundown.”58 These figures, while used to imply a “sense of guilt at white settler
intrusion,” do not treat Mori characters as living human beings but rather reinscribe
them as ghosts, haunting reminders of the instability of colonial identity.59
Writers portrayed Mori in a strategic way, positioning them as a cultural other
while simultaneously sweeping them into Western ontology. The first literature to feature
Mori were translations of Mori myths, collected and transcribed by Sir George Grey
(1812-1898). Grey held a number of political offices in New Zealand in the nineteenth
century, including Governor (1845-1853) and Premier (1877-1879). Grey took an interest
in Mori affairs, and soon after landing in the country, “acquired a fluent command of
Mori and established great mana with the Mori leaders.”60 In his prologue to the first
edition of Polynesian Mythology (1885), Grey says he found it necessary to learn the
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language and myths of the Mori so that he could understand their very figurative and
allusive way of speaking.61 Because of his relationship with particular Mori iwi (tribes),
Grey was able to learn stories from Mori informants. He, or more often someone else,
would record various versions of a particular myth or legend, and then Grey would
attempt to synthesize the stories into one cohesive narrative.
This was done, as Grey explains, because “the whole future of the islands and of
the native race depended” on his ability to communicate with and understand the Mori
chiefs.62 Grey may have meant this in a literal sense—he needed to be able to understand
Mori chiefs when negotiating Mori-Pkeh relations—but on a symbolic level, Grey’s
collection of Mori myths also “saves” the Mori from total cultural extinction by
recoding the myths into a unified linear narrative in English that could be put down into
print and disseminated to a large number of readers. The practice of claiming to “save”
the Mori culture from extinction became a powerful trope for Pkeh writers. Tales of
the Maori Bush (1934) is a collection of stories gathered by James Cowan (1870-1943)
during his “lifelong close friendship with the Maori people, who,” he asserts, “are as
much my own people as my Pakeha fellow-countrymen are.”63 In his preface, Cowan
explains:
The old Maori life, the life that is passing like a breath of bush smoke…has
passed, for the Maori has changed, and the wise old men who personified the
traditions and the distinctive culture of the race have given place to a generation
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with new interests, a generation which inevitably must rely chiefly on books
written by the Pakeha for its knowledge of the story and lore of the race.64
It is clear to Cowan that the oral traditions of the Mori have all but disappeared.
Traditional Mori culture is “non-literate,” meaning that knowledge is organized and
disseminated not through books but through “cultural texts, [such as] carvings in their
wharenui (ancestral or meeting houses) or oral storytelling.”65 The colonizing Pkeh saw
this as an inefficient way of organizing knowledge, and an indication that the stories
would be lost as the Mori supposedly vanished from the face of the earth. Grey and
Cowan both believed that it was the responsibility of the Pkeh, not the Mori, to keep
Mori myths and traditions alive, and it was not until much later in the twentieth century
that Mori writers would begin exploring the place of Mori oral culture within written
English. In this early period, literary history confirms political and social history: as
Pkeh displaced Mori from their tribal lands, so too did they displace them from their
right to the preservation and dissemination of knowledge.
Rewriting Maoriland: Social Realists of the 1930s
In the 1930s, the term “Maoriland” began to take up a new meaning when “a
group of modernising cultural nationalists [were] determine[d] to eradicate the colonial
taint from New Zealand writing.”66 “Maoriland” was now used to indicate colonial
literature—that is, literature that no longer depicted real life in New Zealand. The term
was “made to represent a set of wholly negative qualities: an atmosphere of feyness, of
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fairyland romance, characterised by the relentless mythologising of Mori.”67 Cowan’s
Tales from the Bush is a prime example of the Maoriland tradition. Writers like Roderick
Finlayson (1818-1892) and Frank Sargeson would depict Mori in their stories, but in a
more sensitive light. According to Della Valle, Finlayson and Sargeson
share a sensitive view of Maori, grounded in their recognition in Maori culture of
a code of values and attitudes underestimated or vanished in the Western world:
the systemic understanding of nature, that is, the respect for the mutual
interdependence of all forms of life; the importance of affective bonds within the
family group and between human beings in general; the primacy of imagination
over rationality in the understanding of reality; and a more relaxed attitude
towards the body and sexuality.68
The two writers have not always been given equal recognition and respect, however.
While Sargeson has long been seen as the father of modern New Zealand literature,
Finlayson has at times been forgotten from the canon entirely. Della Valle argues that this
may be due in large part to the fact that while Sargeson relegated Mori characters to
margins of his stories, Finlayson treated them more directly and fully, something readers
were not yet ready to accept.69
Sargeson published a number of stories in New Zealand New Writing, a periodical
which ran during World War II. The first story to appear in this series is “Episode”
(1940), a story about a man trying not to think too hard about the emptiness in his life, the
hostility that arises within heteronormative relationships, and his repressed homoerotic
urges which are never quite articulated. This is a typical plot for Sargeson’s fiction,
which has been “recently reinterpreted in the light of his difficult condition as a closeted
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homosexual in a homophobic, puritanical society.”70 Constantly preoccupied by the
alienation that plagued twentieth-century New Zealand culture, Sargeson’s fiction
portrays “the picture of a disrupted society made up of lonely atoms, single threads that
cannot be harmoniously woven into a texture.”71 Della Valle argues that Sargeson’s work
is worth examining from a Mori perspective because of the way it attempts to capture a
“life that is alternative to the Western one,” one that “readers could hypothesise [as] an
indirect reference to the Maori view and the influence of Maori culture on him.”72 She
offers a reading of his story “White Man’s Burden” (1936) in which Sargeson “[shows]
Maori and Pakeha alike as victims of the [puritanical social] system.”73 Unlike
Sargeson’s Pkeh, the Mori “have not completely lost their centre,” which it can be
assumed “is found in the bond with their origin, values and culture that, however flimsy,
exists nevertheless.”74 For Sargeson, then, although Mori have been influenced by
Western culture, they have been able to retain their grounding in a cultural framework
that emphasizes a sustainable and responsible relationship with the ecological networks
to which they belong. Whereas the Pkeh middle-class of Sargeson’s upbringing is
disconnected—from the production of the food they consume, and from the emotional
and physical dynamic which Sargeson saw as essential to meaningful human
interactions—the Mori offer Sargeson and his readers a way of life that is connected—
both to the land and to each other.
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As a social realist, Sargeson’s stories offer realistic portrayals of poverty endemic
in rural Mori communities, as well as realistic representations of survival. For example,
Della Valle celebrates “An Affair of the Heart” (1936) for its realistic portrayal of a
Mori family and the “terrible condition of the family’s poverty,” while demonstrating
how by harvesting pipi (mollusks) and other fruits of the land, they are “still part of a
wider natural texture [that] ensures them the food.”75 The Mori family displays kindness
and affection while the Pkeh family never shows their feelings. Sargeson is clearly
interested in showing the contrast between Mori culture and Pkeh culture in an
attempt to shift the center of culture from the consumerism that leads to alienation and
exploitation, to one that resembles what he sees as the Mori center, one that defines
identity not through individualism and consumerism, but rather through one’s connection
to community and one’s lineage.
He portrays Mori as a living people, struggling to survive in a Pkeh world, but
the problem is that Sargeson’s focus remains firmly on the plight of the Pkeh. He is not
really interested in how society ought to change in order to better the lives of Mori;
rather, he is interested in how the Mori way of life might benefit Pkeh. Mori remain
symbols, emblematic of a way of life, an attitude. They remain a sort of other, an identity
and way of life that Pkeh should strive to emulate.

Finlayson’s depiction of Mori is similar to Sargeson’s, but because of the
personal relationships he formed with Mori during his adolescent years, Finlayson
attempted to bring Mori to the center of the story, rather than relegating them to the
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margins.76 Like Sargeson, his stories often portray Mori who have been affected or
corrupted by Western influence. “Sweet Beulah Land” (1940) was published in the
second series of New Zealand New Writing (1943) although it was the lead story in the
collection, Sweet Beulah Land (1942).77 In this story, Finlayson depicts a community torn
between the old ways of their traditional, rural existence and the new ways that will lead
them out of the country into the cities. This new way is represented by the Governor, who
is on his way from the city to purchase Mori land. In anticipation of his arrival, members
of the community come from far away to prepare a hui, a traditional Mori gathering or
assembly in which food, or kai, is prepared and in which great respect is shown to the
guest or guests of honor. While preparing for the hui, the old generation comes up against
the new generation. An elder complains, “with hate and disgust,” that the Government
“want[s] to rob us again, eh?...And they want us to farm for the Government, eh?”78 In
response, “Young Turi said, to hell with the land. Give him the money and town life. A
man can always get a job there. He didn’t mean to rust away in this stick-in-the-hole
poverty-stricken kainga; and so on, and so on.”79 Another man “listened to all the
arguments,…and he agreed with this one and agreed with that one. ‘Ae, the money’s all
right,’ he admitted. ‘Ae, but what about the land? If we have no land…? Ae, we need
more money’.”80 Rather than refer to past wrongs or violence, Finlayson’s story taps into
the immediate problems facing Mori during his lifetime. Although his dialogue retains
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stereotyped accents, the conversations that his characters participate in force readers to
consider the interactions between present-day Mori and Pkeh, revealing the kind of
struggles faced by rural Mori communities.
This story does more than just give voice to what was a silent population for
many Pkeh readers. It also attempts to show the damaging effects of this interaction on
Mori traditionalism. The hui, or more specifically, the hkari (the feast) associated with
the hui, is a significant cultural event in Mori tradition.81 Food plays a central role in
religious practice, and feeding guests well is a display of hospitality as well as a show of
mana, or communal strength. Hkari were used to show mutual respect, and were often
associated with the signing of a peace agreement. In “Sweet Beulah Land,” Finlayson
utilizes the cultural significance of the hui in order to show what is at stake with the
introduction of Western culture and money. He juxtaposes the communal spirit of the hui
against outward shows of self-interest raised as a response to the Governor’s wish to
purchase the land:
Everybody went about saying Haeremai, and Happy New Year to you all; good
on the Governor and the Government. Look at all they’re going to do for us…The
Maoris shut the eye to the hard slogging of individual dairy-farming on the poor
unbroken land. “Oho!” each one thought, “leave that to the other fellow and good
luck to him. If I can get the cash for my bit of land…Kapai! The money first, then
taihoa, the other matters can wait.”82
The story constantly contradicts itself. Finlayson’s Mori are the central characters of the
story, and yet it is clearly not a Mori story. The narrator remains an outsider. He
describes the preparation for the hui, some of the events of the hui, and the aftermath, but
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the reader is never allowed to understand the situation from the Mori point of view.
Instead, the Mori are portrayed as unable to fit exactly into Western culture. The
narrator does not bother the reader with the details of the meeting; for instance, the
meaning and significance of the haka are not explained. Instead, the outcome of the
Mori-Pkeh interaction is comical for the Pkeh observer, who can plainly see that the
Mori do not, or cannot, fit into the Pkeh way of life. When the Governor arrives, for
instance, the Mori put on a traditional haka, or dance and chant of welcome, but the
Mori make a “mistake,” turning their backs on the camera man recording the event, and
“so spoil[ing] his record of it.”83 At the same time, the story also suggests that the Mori
might not wish to fit into the Pkeh way of life. In this type of reading, the Mori are
keenly aware of the situation with the camera and are consciously rebuking the attempt to
use Mori to tell Pkeh stories. Finlayson’s Mori resist their own participation in the
story, and thus Finlayson is able to create a more complex Mori character, one who
exhibits a considerable amount of agency.
Because the story centers on the Mori community, beginning and ending with
the Mori characters, only bringing in Pkeh characters for a short period in the middle,
the focus is meant to be on the effect of this intercultural interaction on the Mori. After
the Pkeh have left, the feasting continues while two characters lament the events of the
day: “‘Eh, well, it’s settled,’ a man said to Penny. ‘I heard the news from Turi,’ Penny
replied, stolidly munching dry bread and cold meat. ‘A bad day for us,’ he said.”84 This
conversation is set against a scene of excitement, a crowd getting “noisy and dancing,”
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girls and boys “running to and fro, and such a clatter and a gabble.”85 The narrator
remarks, as if in disbelief:
Hundreds of couples shuffled round and round and round—celebrating the sale of
the communal lands.
Everyone knew now that the trick had been turned. Everyone knew now
that the old men had been talked into selling all their land in the name of pakeha
progress—and on the Government’s terms. And everybody was celebrating,
money in pocket, money to burn. Of course they would still have the village site,
and the burial ground.”86
There is a sense of loss in the voice of the narrator. The Mori have earned some money,
but for Finlayson, at the cost of traditionalism, at the cost of community. In the Mori
epistemology, land is what provides a people, and thus an individual person, with a
cultural identity.87 The loss of communal land signifies a concrete loss of traditional
identity. The members of this community may now have the means to adopt Pkeh
cultural practices in exchange for those lost with the land, but as the story evidences,
Mori do not fit perfectly within Pkeh culture. This is not a shortcoming in Finlayson’s
view; rather, it shows the resiliency of the pieces of Mori culture which Finlayson
wishes could be awoken within Pkeh culture. This story is a tragedy, then, for
Finlayson, who would prefer to see Pkeh cast off the evils of capitalism and
individualism in exchange for the Mori cultural beliefs in community and communal
identity. This desire is exhibited through the story’s title, “Sweet Beulah Land,” which is
written on a religious tract handed out to the Mori by a Pkeh missionary. During the
ceremony, an elder postures in order to “let the Government folk know what he thought
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of their schemes,” and hands the tract to the Governor as “payment” for the land, in
effect, rejecting Pkeh culture, represented by the Christian doctrine inscribed on the
tract.88
Although moments such as this can be read as moments of resistance, they are
continually undercut by the story’s tendency to reposition the focalization into a frame
the readers are more likely to identify with. As he is handed the tract, the governor misses
the meaning behind the gesture, and assumes that it was simply done for his
amusement.89 The Pkeh present at the hui are concerned with getting dysentery from
eating Mori food, and rather than expose these concerns as being charged by racism, the
story shows the drinking water being defiled by wild dogs. Although the story seems to
want to expose the damage caused by Pkeh culture, Mori are depicted as indolent,
languorous, bad with money, and prone to drink. The attempt may be to show the effects
of Pkeh culture on the Mori, but the Mori are characterized using familiar and
nonthreatening stereotypes. Thus, although as Della Valle argues, Finlayson’s work
demonstrates a concerted effort to represent Mori in more specific terms and in a more
sympathetic light, his narratives display an inability to move beyond the racism inherent
in the culture from which and for which they were produced. However, both Sargeson
and Finlayson lay the groundwork for a more careful depiction of Mori culture and
identity, and this will be picked up by writers in the decades to come.
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World War II Periodicals
Periodicals have always played a significant role in the development and
circulation of New Zealand literature. There were a number of periodicals published
before the Second World War, including the important fortnightly journal of radical and
left-wing political opinion, Tomorrow (1932-1940).90 Writers like Sargeson and
Finlayson published their stories in Tomorrow, and the magazine also gave room for
poetry, articles, and reviews of New Zealand writing. Because if its range, Tomorrow was
“one of the most important periodicals of literary interest published prior to the founding
of Landfall in 1947.”91 However, in 1940, Tomorrow shut down. Because of the war,
there were shortages of materials, consumer demand, and workers. Additionally, the
Censorship and Publicity Regulations were put in place by the New Zealand government,
and a number of publications were shut down “not so much for publishing material that
might be deemed seditious as for its potential to do so.”92 It was due to this “government
pressure,” that Tomorrow ceased publication.93
With such closures, New Zealand writers were left without a venue in which to
publish their work. Ian Gordon (1908-2004) felt it essential to provide an outlet for New
Zealand’s writers to continue publishing, and so in 1942, he became the founding (and
sole) editor of New Zealand New Writing (NZNW), a four-volume magazine published
irregularly between 1942 and 1945. New Zealand New Writing was published by the
Progressive Publishing Society (PPS), an organization that intended to use the magazine
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as a platform for conveying didactic left-wing ideology.94 Gordon, however, was not
interested in pushing a leftist agenda, something that caused a considerable amount of
animosity between him and the PPS throughout their time together. Rather, Gordon
emphasized the necessity of “providing a much needed outlet for new and established
writers” during the culturally repressed time of war.95 Gordon was often accused of being
too elitist and literary. PPS and other critics of the time felt that the magazine should
reach working class readers, and that the literature should be about the issues and
livelihoods pertaining to that type of readership.
Despite these disagreements, Ian Gordon remained the magazine’s sole editor. As
professor of English at Victoria University of Wellington, Gordon brought a position of
authority to the magazine, and as a result, the volumes sold at an incredible rate. Gordon
relied heavily on the influence of “John Lehmann's champion of literary modernism,”
Penguin New Writing, something else that landed Gordon in hot water. 96 Hamilton
discusses this dispute in some depth, but what is important to take away from this is the
connection that Gordon wished to make to Penguin New Writing, for seen in this light, it
is clear that Gordon was attempting to do a similar kind of thing: to create a “champion
of literary modernism” in New Zealand.
In many ways, NZNW produced much of the same kinds of short fiction that had
been published earlier: “adventure stories set in colonial days,…ghost stories, and…tales
of Maori life witness through Pkeh eyes.”97 But there was a new gravitas to these
stories, which captured the difficulties of living through a depression and a war. A.
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Jackson’s “Unto Us” paints a visceral portrait of depression life,98 while “My Ship Was
Bombed,” authored by a “Merchant Seaman,” offers a vivid account of a battle on the
Mediterranean.99 Marie Bullock’s “Visiting Camp” depicts life on the home front, and
Helen Shaw’s “The Two Fathers” conveys the cultural crisis that takes place as men are
removed from their public and domestic roles in New Zealand and are replaced,
potentially in both capacities, by foreign soldiers.100 There are also stories that capture the
fluid line that separates life and death, such as A.P. Gaskell’s “The Cave,” stories that
show boys becoming men as they encounter things like death and human cruelty.101 In
the majority of these stories, however, Mori characters remain much the same as before.
Hamilton points out that there are many stories that depict Mori characters in the typical
fashion: writers would usually give Mori characters a “formal even biblical diction,
deemed an appropriate idiom into which to translate the Mori language. Otherwise they
spoke a broken English which reinforced their characterisation as inarticulate and dimwitted according with their role as subjects of stereotypical humour.” 102 There are a
number of exceptions to this generalization, however. Hamilton points to A.P. Gaskell’s
“The Picture in the Paper,” as doing something slightly different.103 Unlike most yarns,
he claims that Gaskell
subtly reverses a key convention of the genre by allowing his Maori protagonist
tell his own story…While Gaskell retains the convention of having his narrator
Sammy speak in broken English, he does this in a way which makes for a far
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more sensitive characterisation, partly founded on having Sammy tell his story
from his own perspective, allowing some sympathy to be developed for him in his
ingenuous attempts to gain Pakeha approval.104
Sammy is indeed painted as dim-witted. After saving a classmate from a flooded river
and getting his picture in the local paper, Sammy spends the rest of the story trying to be
a hero again. Because his actions are motivated by the desire to impress the local Pkeh
who were impressed with his first heroic deed, the story does not divert fault from the
Pkeh. It is the interaction of these two cultures, after all, that causes Sammy to commit
assault and theft. However, despite our sympathy for Sammy, it is clear that it is the
inability of the Mori to understand Pkeh culture that leads to his downfall and makes
him such a comically pitiful character. Thus the story reinforces the place of Mori in the
national literature as a source of comedy and as a people outside of civilized culture
trying even against their nature to get in.
The rest of the short stories from the first volume portray Mori characters in a
more typical way. C.R. Gilbert’s “Fear” is a tale passed down through the generations of
the noble savage Rewi Tamati, so fierce that he killed a beautiful native princess to save
his own life, who was ultimately killed by the smarter Pkeh and lamented by the
contemporary narrator as a noble savage, destined to pass into history and remain safely
in the stories of the past.105 P.W. Robertson’s story, “Eruption at Tarawera,” published in
the third series, uses the typical depiction of Mori in order to bring a sense of hope and
idealism to an otherwise realistic and sobering collection of narratives. Like other stories,
it captures an incident of death and pain, but Robertson infuses the tale with a sense of
victory and overcoming. The narrator of the story meets an old man in a park who regales
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him with his experiences at the 1886 eruption of Mount Tarawera near Rotorua. At the
time of the eruption, the then-young man was newly arrived from England, working for a
railway company to modernize the nascent colony. The eruption occurred during his first
weeks in New Zealand. Ash filled the sky for days, and the man, along with a
schoolteacher, went into the bush to look for survivors. They came across a Mori man,
sitting on the ground crying and moaning. They rescued a woman trapped in a house, and
when they passed back the way they had come, the Mori man had disappeared. The
man’s experiences take the reader back to a time of chaos. The eruption speaks to the
wildness of nature, and the uncontrolled savagery of olden times. The crying Mori
echoes the cries of the dying Mori race, incapable of controlling the world, doomed to
wander in the woods as “a little group of bewildered inhabitants.”106 But the story begins
and ends in stability—in modern New Zealand, in a meticulously maintained park on a
clear blue day—and so it gives the reader a sense of pride and optimism about the future.
It shows readers where New Zealand came from—a time when Mori and Nature ruled
and ravaged the land—and it shows how Pkeh were able to tame and bring them under
their control. Like the realities of war facing readers, the difficult time captured by this
story is overcome by the hardiness and ingenuity of Pkeh New Zealanders. Like
Cowan, Robertson emphasizes this power and control through the control of storytelling.
The narrator reports that the events of the eruption have not “[found] a place in the poetry
of Mori mythology,” and so it is up to Pkeh storytellers and writers to keep the story
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alive, to keep it from dying out of cultural memory.107 It is the Pkeh version that
becomes the definitive version, the depiction of Mori as the definitive image.
Many stories published in New Zealand New Writing would be collected in later
single-author works or multi-author anthologies. This was a central moment in the
development of the New Zealand short story canon, for it fostered the kind of writing that
would be celebrated later as the literary voice of New Zealand. There were a number of
periodicals that did not close during the war. The New Zealand Listener (1939- ) was
established as a weekly magazine in 1939 by what was then the New Zealand
Broadcasting Service (NZBS). The original purpose of the magazine was to publish
material related in some way to broadcasting. However, the magazine’s founding editor,
Oliver Duff (1883-1967),108 “interpreted broadcasting in its widest sense…as having to
do with all human affairs but especially the arts.”109 He believed “that offering readers
good writing of all kinds would give the magazine character and distinction (and support
to struggling writers),” and so the Listener quickly became a central platform on which
New Zealand short story writers presented their work.110 As Mason points out, the
magazine was meant “not only to help the NZBS play its part as New Zealand's largest
patron of the arts but also to form a pool of talent on which it could draw; the magazine
in turn would provide an outlet and source of income for writers, and a forum for
discussion of New Zealand's emerging cultural identity.”111 The magazine quickly
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became a central part of the New Zealand literary scene, publishing reviews of New
Zealand books, profiles of New Zealand writers, as well as imaginative writing.
In 1947, Landfall (1947- ) was founded and eventually became the most
important journal for the development and circulation of New Zealand literature and saw
fifty years of unbroken publication. Landfall was the brainchild of Caxton Press editor
Denis Glover and the poet Charles Brasch, who had spent time together in England
during the war. Together, Glover and Brasch planned to create a “professionally
produced literary journal in New Zealand,” one that would pick up where Tomorrow had
left off.112 However, through the course of its lifetime, Landfall became increasingly
conservative, and so in the 1950s, “journals such as Numbers (1954-1959) and Mate
(1957-1981) emerged in the 1950s to provide an alternative voice.”113 This is clear when
conducting a survey of the stories published in Landfall, particularly during this period.
In 1962, Brasch compiled an anthology of stories, poems, artwork, and what he terms
“Explorations” that were published in Landfall between 1947 and 1961.114 Predictably,
the collection contains stories by Sargeson and Finlayson, and the rest are stories by other
male Pkeh writers, which reveals the narrow scope with which Brasch approached the
New Zealand short story.
I will discuss Numbers as well as Te Ao Hou (1952-1976), a periodical published
by the Department of Mori Affairs for a Mori readership, more thoroughly in chapter
three, for it was in these periodicals that the first Mori short stories in English saw


112

Peter Simpson, “Landfall,” Oxford Companion to New Zealand Literature, ed. Roger Robinson and
Nelson Wattie (Oxford: Oxford University Press, 1998) 293-95 at 293.
113
Simpson, “Landfall,” 294.
114
Charles Brasch, ed., Landfall Country: Work from Landfall, 1947-61 (Christchurch: Caxton Press,
1962).

41
publication. This represents a turning point in the representation of Mori in the New
Zealand short story. Beginning in the 1950s, Mori would take up the short story genre
and begin writing about Mori life and identity from a new perspective, one that attempts
to talk about Mori issues—such as living in Aotearoa New Zealand in the twentieth
century, modern-day moritanga, representation, identity, and sovereignty, to name just a
few—in a way that can speak within the larger Mori cultural group and also bridge the
(post-)colonial divide in an effort to expose and redress longstanding social, political,
economic, and artistic oppression.
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CHAPTER TWO
THE NEW ZEALAND SHORT STORY CANON
Short Story Anthologies
Introduction
The previous chapter looked at the significance of the short story genre within the
literary history of Aotearoa New Zealand, as well as the various representations of Mori
by Pkeh writers. This chapter aims to explore the formation of a national canon of New
Zealand short stories, which began in earnest in 1953 and continues into the twenty-first
century. The scope of the chapter is limited to short story anthologies published between
1932 and 1984, and focuses on the primary goals of each anthology, as articulated by its
(Pkeh) editor. The chapter looks at the move to incorporate Mori writing in English
into the canon, and discusses some of the ways that anthologies promoted, and also
pushed back against, this rise of the Mori voice within what had been an exclusively
Pkeh literary tradition.
New Zealand Short Stories (1932): O. N. Gillespie
The first published collection of New Zealand short stories was New Zealand
Short Stories (1932), edited by O.N. Gillespie (1883-1957). The collection was originally
published in 1930, but the date on the edition I am holding, the FIRST CHEAP
EDITION, was published in 1932. This book is a fascinating text not only for the stories
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it contains, but also for its physical design. On the worn cloth cover is a smiling hei-tiki, a
tribute to the maoriland tradition to which this collection belongs.1 The title on the spine
shines in gold letters; another tiki, this time with his tongue protruding, also gilded, sits
below the lettering. In the preface (dated 1929), Gillespie, writes: “This little volume is
the first collection ever made of short stores by New Zealanders.”2 He points out to his
reader that these stories, in “contrast with those from Australia…lack any national
outlook or distinctive atmosphere.”3 In fact, more than half of the stories collected were
first published in Australian magazines like the Bulletin (1880-2008), Art in Australia
(1916-1942), Aussie (1918-1919), or the Lone Hand (1907-1928); and British or
American periodicals, such as (respectively) the Observer (1791- ) and Harper’s
Magazine (1850- ). While Gillespie may see this as a potential source of criticism, he
brings his reader’s attention to the fact that New Zealand inhabitants and Australian
inhabitants are simply not that different because both immigrated from Europe: “New
Zealand is inhabited by approximately a million and half people,” he writes, “less than
half per cent of whom were born outside the Empire.”4 The majority of New Zealanders,
in other words, are displaced Britons, not exuding a particular national outlook because
their national outlook is, essentially, a British one. To Gillespie, it is clear—and
admirable—that New Zealanders are displaced Britons. He celebrates this fact, stating
that men and women of “the purest British stock in the world” came to New Zealand
seeking “to refashion in these islands the homeland they had left. Here and there a more
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daring dreamer hoped to make the copy better than the original.”5 Still today, he
exclaims, New Zealanders have not lost contact with England: “No day of the year sees
less than ten thousand New Zealanders at ‘Home’,” many boys sent up to Oxford or
Cambridge to study; and the “latest London fashion fad is in our streets within seven
weeks, just the time the steamer takes to bring it here.”6 He insists that this connection
with Britain is “so deep-seated” and “its compulsion is so general, that superficial
differences observed in us by hurried travellers should never be thought permanent; any
distinctive national characteristics,” he says, “will be long in making their appearance.”7
In this way, Gillespie does not attempt to define a unique vision of New Zealand identity
as much as he tries to persuade his readers that New Zealand is a new and “better”
Britain, and that because of the strength and ingenuity of “Our stock,” New Zealand has
reached “a standard of material comfort…possibly unequalled anywhere.” 8
Gillespie’s introduction seems to be preoccupied by this issue of “stock” and
bloodline. The strong Anglo-Saxon bloodline is what made New Zealand so prosperous,
and yet the homogeneity is also what makes their literature virtually indistinguishable
from other colonial literature. It in this moment that the Mori become useful for
Gillespie. He claims that it is “the delightful Maori race” who make New Zealand really
special, not for what they offer the country in any material sense, but for what they offer
it symbolically.9 The Mori stood as the cultural other against whom British settlers and
soldiers had to fight for their right to establish an existence on the islands. In typical
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colonial fashion, it was the fight against Mori that allowed the settlers and their
disparate colonies to unify against a common enemy. Gillespie would also argue that
because by 1930 the Mori had been “overcome” by Pkeh New Zealanders, the sheer
strength and ingenuity required of such a feat becomes plain. In this way, Mori were
helpful in two ways: first, by showing the white New Zealanders what they are by
showing them what they are not (savage), and second, by what showing white New
Zealanders what they have overcome (fearsome enemies). In this way, Gillespie
highlights the significant role that Mori played in the unification and development of the
nascent country.
At the same time, however, Gillespie’s introduction laments the lack of “romantic
material usually found in a new land.”10 He characterizes the settlement of New Zealand
as a “victory…prosaic and swiftly won,” but he also complains that there was “no epic
struggle with mighty forces” that determined this victory.11 So even though the Mori
stood in the way of British settlers, they gave up the land too easily to the Anglo stock.
All too easily—“With magical rapidity”—“bush lands became pastures, plains shone
with wheat, towns and cities were built,” and therefore it is the character of the Mori that
is to blame for whatever romance the stories lack.12 Clearly Gillespie is participating in
both practices, using the Mori to unify the nation while simultaneously distancing the
Mori from that nation. The Mori is now the noble savage, but it is also the weak fey
creature that lives in the forest, apart from civilization, simply passing into myth and
legend.
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The stories anthologized in this collection collude in Gillespie’s sentiments. “The
Last of the Moas” by Arthur H. Adams, is a typical “new chum” tale in which a young
man from England is sent to the New Zealand bush in order to “learn colonial
experience.”13 The tale places the reader at “the extreme borders of civilisation,” gazing
into the “unexplored country” of the rugged South Island.14 The narrator, one of the
hands at a local sheep station and an experienced bushman, decides to play a joke on the
new chum, convincing him that moa, gigantic flightless birds that had long been extinct,
still roam the forests beyond the mountains. Skeptical at first, the new chum is gradually
convinced of the tale’s veracity, and soon he musters a pack of men to go off and hunt the
giant birds. The trip takes the men over a mountain range known as the Tapu (the Mori
word for restricted in a religious sense).15 According to one of the men, Mori are “afraid
of ‘em. Say the ranges are the dwelling-place of a big taniwha.”16 He emphasizes: “You
couldn’t get a Maori to climb the Tapu range. Why the very name, tapu, tells you what
they think about it. It’s forbidden,’ ‘sacred’!”’17 Here the Mori are used as a foil, the
kind of people who rely on irrational superstition to make decisions. By breaking tapu
and crossing into the mountains, the men show that they are above the Mori, that they
are rational and fearless, and that it is these qualities that will allow Pkeh to penetrate
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even the dense “virgin bush” in an act of domination and control.18
At first, the other station hands agree to perpetuate the joke, but slowly each
becomes convinced that there’s truth to the legend. Noises in the forests, along with tales
of ghostly Mori figures in the distance, frighten the men, and soon they believe that
there is a bird out there. The story ends with an encounter with a live moa: “For a
moment it stood there, staring at us with great horny eyes, its great beak gaping and
closing, its vast body, clothed in brown silky feathers, swaying and heaving.”19 The
“body, clothed in brown silky feathers,” brings to mind images of Mori wearing kkahu,
or cloaks, made of “silky [birds’] feathers.” Kkahu are important cultural texts for
Mori; they are used as vehicles for passing on knowledge from one generation to the
next. However, because of romanticized artwork and photographs, the image of a Mori
wearing a kkahu also took on meaning for the colonial Pkeh. From this perspective,
the kkahu is not a complex text but merely a decorative piece of clothing, perhaps an
indicator of position or status within the community, but ultimately, it is a symbol of the
ostensibly primitive nature of the Mori people. Thus, from the point of view of the
culturally ignorant colonial writer and his undiscerning Pkeh readership, the encounter
with the moa can be read as an encounter with a Mori in the bush. Mori play a critical
role in the creation of tension in this story. Indeed, it is only believable that the giant bird
could exist out there because of the well-known “legends of vanished Maoris” that lurk in
the back of the bushmen’s mind.20
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As the men stand before the great bird, they are in awe. Quickly then, Clarence,
the new chum, grabs a rifle and takes aim. The other men wrestle the gun away from him
and chastise him for wanting to kill the animal. The narrator says: “It’s a real moa!
You’re not going to shoot a live moa—the last of the moas?” Another adds: “You shoot
that bird, Clarence, and I’ll shoot you!”21 The bird then turns and runs away through the
bush. The narrator and the other bushman lament the bird’s predicament: “‘Poor old
bird!’ he muttered. ‘He thought he had found a mate. He’ll never believe in nothin’ no
more’.”22 In this colonial moment, as Pkeh push the Mori further and further off of
their tribal lands, the fate of the Mori becomes the fate of the moa: the shadow of a
figure, a ghost wandering alone in the woods, doomed to become extinct and leave no
trace but what legends can convey. What this story suggests, however, is that it is the
duty of the Pkeh not to let the Mori vanish completely—not to shoot the last of the
moa—but to instead keep them alive through stories and legends, to use their language
and their myths to define New Zealand as something unique within the British Empire.
A.A. Grace’s “Putangitangi and the Maero” depicts a different kind of monster,
one that is also meant to resemble, or indeed represent, the savage Mori. Horo the Mori
is a skillful hunter and an affectionate husband. When he is hunting in the woods one day,
he encounters a Maero: “a monster with head, body, and legs like a Maori’s, with arms
eight or ten feet long, bristling with sharp and deadly talons half as long again.”23 In this
story, a maiden, Horo’s betrothed, is captured by the Maero and hidden deep in his cave.
The Maero loves the maiden and shows his love by offering her raw birds and by


21

Adams, “The Last of the Moas,” 28.
Adams, “The Last of the Moas,” 29.
23
A.A. Grace, “Putangitangi and the Maero,” New Zealand Short Stories, ed. O.N. Gillespie (London: J.M.
Dent, 1932) 76-85 at 77.
22

49
affectionately tasting her. However, these actions only fill the maiden with “fear and
nausea.”24 Eventually, the Maero is outwitted, and Horo defeats him with fire.
According to Margaret Orbell, the mero were one of several races living in
Aotearoa before the ancestors of the Mori came and pushed them off the land.25 In
Grace’s version of the myth, the maero, like the moa, is a convenient symbol. He is a
hyperbolic version of a Mori—a visible signifier of the most primitive and savage aspect
of their nature. Horo, the story’s hero, participates in the courtship, hunting, and other
domestic occupations that would be familiar to Grace’s readers. He is the one who gets
the girl in the end, and whose line prospers for multiple generations (his greatgrandchildren are mentioned at the end of the story.)26 The Maero, on the other hand,
does not have such a future; his uncouth attempts at courting lead to his demise. Horo
dismembers and decapitates him; his line is finished. This ending would have been
comforting for Grace’s readers, for in the end it is the civilized aspect of the Mori nature
that survives—that is, the one who appropriately enacts the Western social codes of
courtship, marriage, and procreation—and the savage nature—the inability to abide by
these codes—that is expunged. In this context, literature reaffirms the notion that Mori
are not only disappearing, fading into the trees and mountains like the moa, but that those
who remain are rejecting their old ways, becoming a productive part of Pkeh society.
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This myth works toward the colonial project on a number of levels. Presented as a “Mori
myth,” the story homogenizes the Mori people. There is no attempt to locate it within a
particular narrative tradition within a specific tribe. Through this homogenization, the
myth also flattens a complex and oftentimes conflicting set of institutions, alliances, and
sociopolitical orders. The story is taken from a Mori oral tradition (or traditions) and
presented to a Pkeh readership in order to teach the Pkeh something about the Mori
tradition, but the story’s underlying function is to reinforce the image of Mori as a
culturally backward people who can be taught to live like the Pkeh. This message
reassures readers that contact with the Pkeh is good for the Mori, and that colonization
is in the best interest of everyone involved.
Gillespie’s readers would have been both Pkeh (white New Zealanders) and the
British. Pkeh were not simply interested in defining their particular colonial experience
to one another; they were also interested in defining themselves to those whom they saw
as their fellow countrymen on the other side of the world: the British. At the end of his
preface, Gillespie describes the Mori people as, “our Maoris,” an allusion few readers
would have missed. In 1884, Lady Mary Martin’s Our Maoris was published by the
Society for Promoting Christian Knowledge. “[S]ome little time ago,” Martin writes in
her preface, “three Maori Chiefs [came] from New Zealand…to present a petition to their
Mother the Queen.”27 After this meeting took place, Martin felt compelled to introduce
the Mori people to the public, and so she relates “a faint but strictly faithful attempt to
describe them as they were,—a people just emerging from barbarism, with many faults,
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but also with great capabilities.”28 This record, which is based on “diaries kept by the
writer during a residence of thirty-four years in New Zealand,” was an attempt to claim
knowledge of the Mori in order to have the right to articulate their place in the colonial
scene.29 Evans stresses that “the self-consciousness that seems to be such an important
part of literary nationalism” in New Zealand’s emerging white settler culture during this
time came from “the distinctive sense in the imperialist consciousness of being looked at
from the outside, of always being under some sort of inspection.”30 Martin, it seems,
wished to control how an English readership saw New Zealand, and Gillespie’s preface
clearly mirrors this sentiment.
Ultimately, this “petrified” Mori aesthetic, which became a “unified style” in the
1920s, would become useful for Pkeh writers like Gillespie.31 Through “absorption,”
Gillespie predicts, the Mori race will give way to the stronger Anglo “stock,” but not
without first conferring a “slight golden tinge”—like the gilded tiki on the volume’s
cover—a “love of high poetic imagery” that will “[mellow]” our “worship of the
practical.”32 He emphasizes: “We need such a change,” and so, before they are
irrevocably lost to time, the best of the Mori virtues—i.e., the most European-like—will
be saved and memorialized in the Pkeh attitudes, which now, because of the
momentary contact with a savage and “more natural” race, have become more evenly
distributed between “practical” and “poetic.”33
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Tales By New Zealanders (1938): C. R. Allen
The second collection of New Zealand short stories, Tales by New Zealanders
(1938), was edited by C.R. Allen (1885-1962) and published by the British Authors’
Press in 1938. The targeted readers for this collection were British (as opposed to New
Zealand or Australian readers who were more likely to read Gillespie’s collection). This
move was an important one for New Zealand literature. Sir Hugh Walpole (1884-1941),
himself a New Zealand-born Englishman, was asked to write the foreword to the
collection. Walpole explains that the stories collected are of interest because of “the
simple fact that they are stories about New Zealanders by New Zealanders.”34 He goes on
to instruct the reader on how to properly consume the stories:
I would recommend—although it is probably advice that no one will take—that
the volume should be read through from beginning to end as a whole exactly as
though a number of intelligent, observant men and women were guests in your
house and began one after another to give you their idea of New Zealand, to tell
stories of things that had happened there, to paint little pictures, to suggest that,
although they were having a very good time in your house, there was a
nostalgia.35
Walpole’s description of the book is palpably condescending. The stories, he claims, are
not of real literary merit—not like Katherine Mansfield’s stories—and most of them are
“simply magazine stories.”36 However, he believes that these stories give us a “more
actual sense of New Zealand than [Mansfield] ever gave,” and so because of this, they are
worth reading.37 Walpole offers this book as a kind of travel guide, a way for London
readers to travel through New Zealand without actually having to see its landscapes and
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towns and without actually having to speak to any of its inhabitants. For Walpole, New
Zealand is a distant place, a kind of dreamscape that can be accurately described in the
length of twenty-six short stories, all written by Pkeh writers, and all in some way
feeding his desire to feel nostalgic for what he sees as the strange and distant land of his
birth.
Most of the writers published in this volume would never again be anthologized
under the same “national literature” heading. There is a story by editor C.R. Allen, a
significant figure in New Zealand letters, and there is one by John A. Lee (1891-1982),
whose work would be anthologized again by Davin in 1953. This collection was
significant for people like Davin who sought literary legitimization from England.
Having a collection of stories by New Zealand writers in circulation in England let those
writers know that their work did not have to be restricted to local circulation, but that it
could find an audience in other parts of the world (especially back “Home”). Of course,
the types of stories that would interest a London audience remained relatively limited,
and the issues that writers addressed regarding New Zealand life would be read through a
lens of the disinterested (and likely uninterested) foreigner. But these concerns were not
of immediate interest to those who wished to get New Zealand stories recognized and
accepted into the greater Western tradition. This collection doubtless fuelled the
confidence with which Davin compiled New Zealand Short Stories fifteen years later.
One notable presence in this collection is Robin Hyde (1906-1939). Hyde was a
journalist and a creative writer who had by this time published a body of work in local
periodicals. Much of her work is steeped in criticism of society and specifically of the
plight of women and Mori. It often espoused leftist politics and liberal ideologies. “The
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Little Bridge” (1928) is one of six stories within the anthology that focus on Mori. As
Jones relates, most of these stories “follow the nineteenth-century pattern in exploiting
Maori culture for thrills and the supernatural,” portraying Mori in traditional
stereotypes. Hyde’s story, he says, “used traditional stereotypes, albeit with some
subtlety.”38 Hyde depicts a Mori chief, Te Kawhaia, who is “a hundred years old, some
say,” and “the last of the seriously anti-English chiefs.”39 Te Kawhaia tells the story of
when Pkeh came into contact with his people, “the people of the sacred mountain.”40
The narrator, a Pkeh listening to Te Kawhaia’s story, argues that “whatever your battle
songs and battle-axes may have been, there was genuine friendship between Maori and
the Britisher from the start.”41 Te Kawhaia rebukes this notion of friendship, for he is
keenly aware of the uneven distribution of power between Pkeh and Mori. He states
that even in times of peace, it was only “a kind of peace, so precarious that in no town
could one walk without seeing the uniform of soldiers.”42 Even in times of friendship, Te
Kawhaia understands that the relationship between Mori and Pkeh is built on war and
violence. Power defines these relationships, and when Mori try to exert power against
the Pkeh by learning “the wisdom of the pakeha that they might use it as a sword
against him,” they are “captured themselves by this wisdom, this bright, childish
sword.”43 The Mori chiefs “looked with new eyes and saw a Maori race who would
grow rich in playing with the white man’s toys, and who would have a share in a wider
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empire than this green narrow land; who would be safe in peace and terrible in war.”44
The power that lies in the dominating culture is something Te Kawhaia fears Mori will
want to possess. It causes the Mori people to turn against one another, “for none trusted
his neighbour and each believed that if he turned to the white man his lands would be
protected, and perhaps added to by those of the defiant.”45 Eventually, the tribe members
destroy their own village and move away from their sacred mountain. They leave behind
“a haunted land—haunted by the spirit of a brown man who speaks none but the ancient
tongue, and makes old music on the flutes that are no longer fashioned by the carver. It is
haunted by the youth of such men as myself, pakeha, and by the memories of the old men
who watched the first of you die.”46 Ghosts of disposed Mori haunting the land is a
familiar trope in colonial literature. Hyde portrays the Mori as a dying race, pushed off
their land and left to fade as a result of leaving “the light on their own mountain.”47 She
emphasizes the hopelessness of the situation: he narrator explains that Te Kawhaia “is
against the English as a man may be against earthquakes and original sin, without hope of
remedy.”48 Hyde’s story exposes the relationship of power in which Mori and Pkeh
are locked, but does not offer a way out of it. Instead it perpetuates the belief that Pkeh
domination of Mori is unfortunate but inescapable.
New Zealand Short Stories Series One (1953): D. M. Davin
Two decades after the publication of Gillespie’s anthology, and fifteen years after
Walpole introduced his collection of New Zealand stories to the British reading public,
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Dan Davin edited and published New Zealand Short Stories (1953). As the mirrored titles
reflect, Gillespie’s and Davin’s intentions are similar: each desires to bring together a
definitive collection of short stories that would represent what each sees as New
Zealand’s best, or at least, most representative writing. However, the historical moments
in which these editors worked differed in a few significant ways. First, while Gillespie’s
collection celebrates the work of “transplanted Britons trying to come to terms with a
strange environment,” Davin’s collection comes out of two difficult phases of New
Zealand history: the depression of the 1930s and the Second World War, which sent
many young men, including himself, to the war efforts in Europe, the Pacific, and the
Middle East.49 After these events of collective suffering, a national identity began to
flourish—New Zealanders no longer saw themselves as “displaced Britons,” and instead
began to forge a new kind of identity. Wartime periodicals like New Zealand New
Writing provided the space for writers to explore this new terrain, and in 1953, Davin
offered them the legitimization through a place in the Oxford Classics series published by
the prestigious Oxford University Press.
Also unlike Gillespie, Davin was in England at a time when critics were
becoming increasingly preoccupied with solidifying a canon of great national literature.
In the years surrounding 1950, there was a movement within literary circles to focus on
canon formation, as evidenced by books like F. R. Leavis’s (1895-1978) The Great
Tradition (1948), in which he named Jane Austen, George Eliot, Henry James and Joseph
Conrad as the canon of “great English novelists.”50 As an editor at Oxford University
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Press, Davin found himself at the center of this movement, and so he seized the
opportunity to carve a space for New Zealand writers within the blossoming Western
canon. In doing so, he explores much of the turmoil faced by New Zealanders, giving the
most attention to the move away from their colonial past. He hopes to stake out an
identity for New Zealand that is at once in line with Western literary progress and true to
what makes New Zealand unique. Davin lays out his criteria for selection in his
introduction to the volume. He explains that the stories are “if not anchored, at least
tethered to a time and place that is recognizably New Zealand,” and that they also exhibit
great “literary quality.”51 The anthology includes a number of stories written around the
turn of the century, including stories by Alfred A. Grace (1867-1942), Lady Barker
(1831-1911), Henry Lapham (1852-1887), William Baucke (1848-1931), and of course,
Katherine Mansfield. These stories of colonial New Zealand depict a past that Davin is
eager to move away from, but which he acknowledges provides the foundation for a
national canon.
The anthology tellingly opens with Grace’s “The Ngarara,” first published in
Tales of a Dying Race (1901), which Davin describes as his one “rueful concession to
[New Zealand’s] semi-mythic past.”52 Davin is reluctant to include this story because in
generic terms, it is not a proper short story; like “Putangitangi and the Maero,” it falls
under the category of a rewritten Mori myth. “The Ngarara” is a typical example of the
way Pkeh writers mythologized Mori culture and identity. The story is just exotic
enough to place it in the distant past and within a foreign culture, but the character

51
52

Davin, “Introduction,” i.
Davin, “Introduction,” i. A.A. Grace, Tales of a Dying Race (London: Chatto & Windus, 1901) 177-86.

58
dynamics are familiar enough to allow modern Pkeh readers to identify comprehend. In
this story, a young, beautiful woman is kidnapped by a monster, the Ngrara.53 The
woman’s mother seeks out the help of three strong, handsome young men. (All of the
characters in this story are Mori.) Each man must compete for the opportunity to save
the young woman and take her as his wife. There is a competition of masculine virility,
and the winner then overtakes the monster and claims the demure damsel as his prize.
Grace takes the Mori myth and reworks it for the benefit of his Pkeh audience.
Mori are placed unthreateningly within a European framework, one that is filled with
noble savages and knights-errant, and Pkeh readers are able to mesh their own English
literary heredity with this Mori tradition, solidifying a dominant identity that brings both
Mori and English pasts together into what has become the modern New Zealander. In
this paradigm, Mori are no longer other; they are the figurative ancestors of the modern
Pkeh. They are no longer a cultural threat because they have been recast as darkskinned Europeans. Davin places this story at the beginning of his collection because it
represents the “semi-mythic past” upon which New Zealand literature is founded. It is the
type of storytelling that New Zealanders have had to pull out of antiquity and rewrite for
the modern era. Because the story is based on a myth, it must ultimately be rejected in
favor of what Davin and his fellow social realists argued was a more important “realistic”
representation of reality. Moreover, is it appropriate for this story to begin what would
become a multi-volume anthology because it displays the very argument that early
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twentieth-century writers were making: everything Mori must be appropriated, made
familiar, and Christianized if possible, in order to show how far this nation has come
since its first arrival on these primitive shores.
The other story by Grace, “Te Wiria’s Potatoes” (also previously published in
Tales of a Dying Race, 84-88), evinces another typical depiction of Mori. In this story,
the main character is a Pkeh man, Villiers (the Mori call him Te Wiria), who is “on
good terms with the dispossessed lords of the soil”—the Ngati-Ata.54 Villiers has a large
crop of potatoes ready for harvest, but since all the young Pkeh men had left for the
west coast in search of gold, there was no one to help him dig up his crop. Finally, “two
score Maoris” show up with instructions from their chief, Tohitapu, to help Villiers dig
up his potatoes.55 Villiers tearfully accepts the offer from those who “had his welfare so
near in their hearts.”56 After fifty sacks of potatoes are placed in his shed, the Ngati-Ata
disappear. The next morning, however, Villiers finds his storehouses empty. Angrily he
goes to Tohitapu and accuses the men of stealing his potatoes. The proof is evident—he
sees an empty sack marked with a “V,” a newly dug hole full of potatoes, and the chief
who is munching on potato soup during their conference. The chief calls his people to
listen, and he goes on to chastise them for the way they’ve treated “my pakeha.”57 He
rebukes them and calls them “a wicked, lazy lot of people… a set of cowards and
thieves…[and] an ungrateful tribe.”58 He tells them to “Get out of my sight, every one of
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you!” and then returns to his meal of “pork and baked potatoes—Te Wiria’s potatoes.”59
The story ends with Villiers “wondering whether Tohitapu was a great actor or a great
liar,” something he continues wondering “to this day.”60
This story exemplifies the paradoxical way Grace depicted his Mori characters.
The son of a missionary, Grace spent much of his life in rural Mori communities, and he
clearly developed a regard and concern for the Mori throughout his life. However, Grace
nevertheless continually represented Mori as either comical or pathetic, refusing to
illustrate them as deep or complex characters. The chief in “Te Wiria’s Potatoes” is either
a “great actor,” able to speak the words the Pkeh wants him to speak without meaning a
single word of it, or he is a blithering idiot, unaware that he himself is participating in the
actions for which he condemns his tribe. The first interpretation might evoke a sense of
subversion. Grace depicts a Mori character who allows the Pkeh to think he is in
charge of a situation in order to pacify him and keep him around to grow more delicious
potatoes. However, even this analysis portrays the Mori-Pkeh relationship as one that
is superficial and based on situational propinquity, ignoring the emotional complexities
that make up real interpersonal (and especially colonial intercultural) relationships.
Moreover, as Wevers points out, the story “stabilizes and normalizes the existing
economic, social, and cultural hierarchy”—the Mori are “allowed to steal on a small
scale from those who have stolen on a large scale” (i.e., their land), but it is the Pkeh in
the end who “establishes his moral and cultural ascendancy,” meaning the relationship
exists because he allows it to exist.61 Thus the story reinforces the need and duty to both
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accept Mori into New Zealand culture, but only insofar as they are useful to building
and maintaining the Pkeh way of life.
The later stories that involve Mori characters also contribute to what Davin sees
as a “pervading seriousness” and “rarity of humour” that characterizes this collection.62
In addition to the economic depression and war, which Davin sees as “the growing point”
of New Zealand’s literary canon, there is a “gravity [that] seems to underlie the stories,”
particularly “where Maoris enter,” and he offers the explanation that “the post-depression
authors have lost the innocence that shows in Grace, and the hint of remorse…becomes
more open.”63 Davin heralds Roderick Finlayson’s “good-humoured” story, “The Totara
Tree,” which “does not leave his sympathy for the Maoris in doubt.”64 “In ‘The Whare’,”
he writes, “[Douglas] Stewart gets much of his tension from the contrast between the
Maori, however abased still able to enjoy, and the Pakeha, acquisitive but impotent for
anything more than pleasure.”65 A writer himself, Davin sees the Mori as a tool: they are
something that can cause tension, precipitate action, or give pause for reflection within a
narrative. More broadly, Mori are useful, as they have always been, for their resilience
to absorption, their ability to”[remain] alive,” which can be used strategically, by gifted
writers, to speak to New Zealand’s own resilience and its unique identity within the
larger British Empire.66
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Not surprisingly, the collection does not contain any stories written by Mori.
What is surprising, however, is that fact that Davin does not ignore this omission but
rather he acknowledges it and attempts to offer an explanation for it. He concedes that not
including any stories written my Mori is an unfortunate omission, but that it is due to the
fact that “[that] gifted people has not yet given us imaginative writers in English.”67 This
statement is significant for two reasons. First, this observation reveals the fact that there
were, in fact, no published short stories in English by Mori writers, not necessarily
because of the lack of “imaginative writers,” as Davin asserts, but rather because there
had never been a venue through which Mori could publish their writing. The first short
story by a Mori writer in English would not appear in a published format until 1954, two
years after Davin composed his introductory material.68 Despite this, Davin is content to
place the blame on the Mori, rather than any problem within New Zealand’s literary
climate.
Davin’s argument also hinges on the fact that no Mori has written anything
imaginative in English. That is not to say that they had not written anything imaginative
in te reo Mori. Why couldn’t a story written in te reo Mori simply be translated into
English for publication in this collection? Davin is clearly not interested in what Mori
may or may not have to say in their own language; he is only willing to listen if the
writing is in English.69 This is a significant moment of culture and imperialism meeting:
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by refusing to look outside the realm of written English, Davin is exhibiting what Said
calls the “power to narrate, or to block other narratives from forming and emerging.” 70
Davin blocks Mori from forming narratives, and enforces silence where there should be
voice. Moreover, he contributes to the longstanding efforts to “facilitate the
Europeanisation of Mori.” 71 These efforts were still very much in practice on a national
level at the time Davin was putting his collection together. Government-run Mori
schools, many of which were opened more than fifty years before, were still in operation.
These schools often had policies of English language only that were severely enforced.
They were not officially shut down until 1959, seven years after Davin composed his
introduction, and so this moment implicates Davin in this attempt to assimilate Mori into
Pkeh culture. Mori may write, they might get published, and they might even find
their work in a collection of New Zealand short stories, but as far as Davin is concerned,
this will only happen if they reject te reo Mori and write in English.
The writers that Davin does include, and the ones whom he celebrates with the
greatest enthusiasm, are the social realist writers, epitomized by Frank Sargeson. Davin
himself was influential in the development of this tradition and specifically in the
development of regionalist narratives, which came to be a widely recognizable genre in
New Zealand short fiction (two of Davin’s stories appear in this volume). The social
realists’ view of the “New Zealand experience,” however, was a concertedly narrow one.
In an effort to push against the oppressiveness of living in a Puritanical society, the social
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realists tended to simply reorder the social and cultural hierarchy, especially in terms of
class, in fact doing very little to really break it down. For example, Mori writers are not
the only voices absent from this conversation; there is also a noticeable shortage of
female Pkeh writers. Although Davin includes stories by Alice Webb, Janet Frame, and
Helen Shaw, a number of important writers of the period like Robin Hyde and Jean
Devanny are conspicuously absent. Jean Devanny’s stories were published in London in
the 1920s, but her work is excluded from both Gillespie’s and Davin’s collections. As
Wevers notes, Devanny’s stories “might seem to provide a ‘distinctive (local)
atmosphere’” that Gillespie claimed he could not find in his search for a New Zealand
literary voice.72 One might argue that this “atmosphere” would also have served Davin’s
search to find stories “tethered to a time and place that is recognizably New Zealand,” for
several of Devanny’s stories are focalized around coal-mining settlements of the West
Coast. One explanation for this rejection of female writers might have to do with form.
Devanny based her stories on the “romance model, [most of them being] about love,” and
this was the form that Sargeson and Davin were trying to move the nation away from.73
Another more likely explanation has to do with Devanny’s politics: she was “a
communist and a feminist” who “re-wrote romance as a vehicle for her political
convictions.”74 Moreover Devanny portrayed female characters as complex beings,
“insist[ing] on the sexuality of the woman as a motive force in her behavior.”75 It seems
that Davanny’s and Hyde’s personal lives and politics were too radical for Davin’s vision
of the definitive New Zealander. The fact that Davin does include a story by John A. Lee,
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whose politics were closer to Devanny’s and Hyde’s, is telling about the sort of writers
Davin regarded as exemplary New Zealanders. Not only was Lee male, and thus fit into
the masculinist tradition, but like Davin, Lee was also a decorated (D.S.O.) veteran; he
was wounded and lost an arm in March 1918 at Mailly-Maillet on the Western Front. For
Davin, then, the literary voice of New Zealand must fit his predefined criteria of being
masculine and nationalist. Sargeson fit these criteria. He believed the new voice of New
Zealand ought to be characterized by the driving force of the male voice. At the time of
publication, stories by Frank Anthony, one of which Davin includes, were praised for
their “‘direct and masculine’ qualities,” for his treatment of male characters in “a
dominantly masculine environment, anti-domestic, afraid of women…preoccupied with
ambitious but uncompleted projects, practical jokes, and horseplay.”76 This assertive,
masculine tone is how Davin thought New Zealand literature ought to sound like, and
therefore, it took precedence as Davin put his anthology together.
Davin concedes that his collection has “obvious gaps and flaws” and he asserts
that “no claim is made for complete representation of periods or settings.”77 But I would
add to this a rather obvious point to a postcolonial critic, that there is also no claim for the
complete representation of perspectives. Davin sidesteps this issue, claiming that because
the Mori have written nothing of literary merit in English, they have removed
themselves from the equation. It is obvious that had he incorporated this voice, had he
attempted to forge a complex, multi-racial identity, he may have found a more satisfying
answer to what makes a New Zealand story.
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New Zealand Short Stories Series Two (1965): C. K. Stead
Davin’s 1953 collection proved so popular that in 1965, Oxford University Press
published a second volume of New Zealand Short Stories. The editor of this collection, C.
K. Stead (1932- ), has a mission that is, unsurprisingly, very similar to Davin’s. He points
this out in his introduction by saying, “it is worth noting that two-thirds of [the stories in
Davin’s collection] belonged to the fifteen years from 1937 to 1951, when the form in
New Zealand assumed stature and importance in the hands of ten or a dozen writers. The
emphasis of the present volume is on new developments.”78 Stead is clearly looking for
stories that carry on the tradition begun by social realists like Davin and Sargeson.79
Hidden in this volume, however, is something remarkable: J. C. Sturm’s “For All the
Saints” (1955), which was published a decade earlier in the Mori Affairs Department
periodical Te Ao Hou (1952-1976). Sturm’s first short story, which was the very first
story to be published by a Mori writer in English, was “The Old Coat” (1954), published
in the first volume of the magazine Numbers (1954-1959). Even though “For All the
Saints” was the first Mori story to be anthologized in the New Zealand Short Stories
series, this fact is easy to miss when reading Stead’s introduction. What would seem like
a revolutionary moment, one that would lead to celebration, or at the very least,
recognition, is not even mentioned. Reading this absence against what Stead does discuss
in his introduction is illuminating. He celebrates the short story in New Zealand as having
“for a long time a special place….not as a novelist’s by-product, or as the promise of a
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novel, but as a form in its own right by which a talent may fully declare itself.”80
Significantly, Stead sees truth in the stories he anthologizes. Discussing scenes by two of
his favorite authors, Frank Sargeson and Marilyn Duckworth (1935- ), he wonders: “Why
are [some of these] scenes memorable? Why is one compelled—by that power which
belongs uniquely to fiction—to store them as if they were real?”81 He goes on to say:
“There is, I suppose it may be said, a ‘perception’—about our society, about ourselves—
bodied forth in these scenes.”82 The stories, then, represent reality in New Zealand life.
The stories reveal an essential experience that is unique to New Zealanders. Despite the
problems with this sentiment, the fact that Stead includes a Mori woman’s perspective
suggests that this essential experience is broadening. However, the fact that Stead does
not acknowledge this suggests that he perhaps included her story reluctantly, or that, at
the very least, he was simply not aware of the significance doing so.
Moreover, the process of articulating the New Zealand experience, as Stead points
out, is not one-sided. He takes New Zealand’s readers as well as its storytellers into
consideration when making these assumptions. He says: “My concern has been…to keep
as close as possible to the experience of the common reader who will come to these
stories as fiction.”83 The Mori are marginalized once more, for they are not Stead’s
target audience—they are not the “common reader.” Thus, he reinforces the way Mori
remain on the outskirts of cultural production as writers and also as readers. Mori
writers like Sturm, then, do not merit discussion in the introduction alongside New
Zealand’s “best,” and Mori readers do not merit consideration as a viable critical
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audience. Thus, even as Sturm’s story pokes a hole in the hermetic ideal of the New
Zealand voice, Stead’s refusal to recognize her accomplishments reveals his own
discomfort in talking about contemporary race relations and his ambivalence toward the
right of the Mori to speak.84
New Zealand Short Stories Series Three (1975): Vincent O’Sullivan
Vincent O’Sullivan (1937- ) edited the third collection in the Oxford series in
1975. This collection inducts two more Mori writers into the canon: Witi Ihimaera
(1944- ) and Patricia Grace (1937- ). O’Sullivan, like his predecessors, continues to be
concerned with identifying a distinctly New Zealand voice. But while Davin and Stead
wanted to present New Zealand to the western world, O’Sullivan turns to the stories that
New Zealanders tell themselves. He says: “The majority of those who take up this book
will be New Zealanders,” and for him, the aim of this anthology is to “measure the
nation’s pulse”—to see what New Zealanders are saying, how they are experiencing life,
and how they are sharing that experience with one another.85 This turn, from outward to
inward, from England back to New Zealand, is a significant one for the development of
the short story canon. As long as editors were concerned with how New Zealand writing
would be received in England and other parts of the world, their view remained fixedly
narrow. O’Sullivan is the first anthologist who includes Mori writers and openly
acknowledges their presence, suggesting that in his view, for New Zealanders to talk
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about what it really means to live there, the Mori must be more than symbols, more than
metaphors—they must take part in the conversation.
However, that is not to say that O’Sullivan’s introduction is unproblematic. When
explaining his reading and selection process, he argues that when good writers talk about
New Zealand, they do so “in a language which must draw always from shared common
life, if they are to create those patterns of fiction which finally clarify to ourselves the
kind of tribe we are.”86 Again, it seems that O’Sullivan is making an attempt to be
inclusive rather than exclusive. He appropriates terminology from the Mori —or rather,
he uses an English word that denotes a part of Mori experience—to talk about the
common threads of life that paint an accurate picture of what it means to belong to the
New Zealand “tribe.” Of course, this is not the most appropriate way to describe New
Zealand and its inhabitants; it does not attempt to account for heterogeneity of identities
and experiences, but like the previous editors, O’Sullivan is looking for things that New
Zealanders have in common in order articulate what it means to be a New Zealander.
What is different, however, is O’Sullivan’s willingness to listen to Mori perspectives
and attempt to imagine a readership that is also Mori.
While this is surely a move forward in the rise of the Mori voice in New Zealand
literature, it is important to recognize some potential limitations. Because O’Sullivan
only includes three stories (out of the twenty-seven total), written by two writers (a total
of twenty-one writers are included), there is a danger in allowing such a limited number
of minority voices speak on behalf of a much larger population. The privileged Pkeh
reader, accustoming to reading Pkeh writing, would be able to identify similarities and
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differences between aspects of Pkeh stories and their own experiences, allowing them
to interpret each story as just one perspective of their own complex and changing
environment. But when the same readers encounter a Mori narrative, they would likely
have less (or no) experience to draw from, and so are more likely to understand a work by
a Mori writer as standing in for all Mori experience.
O’Sullivan intensifies this problem by articulating what readers should get from
Mori stories. The ability to capture the voice of the Mori through dialect is what
O’Sullivan seems to value most. He points to Pkeh writer Roderick Finlayson, and his
“meticulous grasp of the English spoken by Maoris” as “clear[ing] the tracks for later
writers,” such as Patricia Grace.87 For O’Sullivan, these writers capture the Mori voice,
which translates into the Mori experience, all for the edification of a Pkeh audience.
This is problematic for a number of reasons. To begin, assigning a particular dialect or
speech pattern to a large heterogeneous group of people reduces them into a flat, narrow
category. To say that a writer captures “the voice of the Mori” is to suggest that there is
only one Mori voice, that this voice is easily identifiable, and that it may be pinned
down, examined, and taxonomized. For O’Sullivan, the goal of the Mori short story is to
reveal a truth about the Mori people that reinforces familiar stereotypes; it is not to ask
questions or to challenge predetermined notions of indigenous identity. In this way, even
though this anthology includes Mori stories, O’Sullivan subverts the agency claimed by
the writers by containing and limiting their potential to challenge Pkeh conceptions of
what it means to be Mori.
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New Zealand Short Stories Series Four (1984): Lydia Wevers
The fourth and (so far) final collection in this series was published in 1984.
Nearly a decade separates this volume from the O’Sullivan’s, and indeed, much has
happened during this time. The development of postmodernism has carved a space for the
emergence of the Mori renaissance (beginning in the 1970s), and people have begun
rethinking the way they view relationships with one another and with the literature they
produce. We can see this change reverberating in the introduction to this collection,
which offers a much more nuanced and culturally sensitive discussion about the
implications of putting together a collection of New Zealand short stories. In her
introduction, editor Lydia Wevers (1950- ) acknowledges that “the body literary is not
necessarily the same animal as the body politic,” and unlike the three previous editors,
she asserts that “what we choose not to see is as revealing as what we do see—or are
shown”88 She does not offer a “critical essay on the New Zealand short story, or even on
the contents of this anthology”; instead, she offers “an attempt at digestion.”89 While the
previous editors sought to display New Zealand’s “best” writers of the short story,
Wevers rather questions this very notion of quality. She sees the empty spaces, the
writers not included, as having just as much right to write about and discuss life in
Aotearoa New Zealand as any one else.
Witi Ihimaera and Patricia Grace are anthologized again in this collection, but
remarkably, they remain the only two Mori writers included. Wevers discusses their
writing in some detail. She celebrates their capacity to “write with intelligence and
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compassion about the social problems experienced by Moris, racism, the shift away
from rural values and tribal support, historical and present injustice, poverty.”90 Wevers
appreciates the complexity with which Ihimaera and Grace approach these issues, and so
she encourages her readers to resist overly generalized and reductive readings of their
stories. However, Wevers herself perpetuates the reducing approach to Mori writing by
praising Ihimaera and Grace for accurately capturing a Mori voice and identity. It seems
that, for Wevers, the Mori identity is simple enough that it can be fully articulated by the
writing of just two individual voices. Like the writers discussed previously who depict
Mori characters, along with the editors who celebrate them, there is considerable
attention given to the way Mori speak English. These stories represent Mori not only
“in the more obvious way of subject matter, but in the flow and rhythm
of…syntax,…repetitions and inversions,…elided grammar.”91 This persistent
preoccupation with what could be described as Mori English is problematic, and
unpacking it reveals a great deal about the way the development of the short story canon
participated in the social apparatus that worked throughout the twentieth century to keep
Mori oppressed.
Shaun F. D. Hughes has shown that there is not, and was not (during the period
under discussion), such a thing as Mori English. The closest thing, he says, would have
existed as a pidgin or creole during the early period of colonization.92 What developed
subsequently, however, and what came to be understood as Mori English, was in fact a
dialect more closely tied to class. This of course reveals the connection between racial
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and economic disenfranchisement. Since the Mori population remained economically
disenfranchised throughout the twentieth century, they remained disproportionately
represented in the lower classes. Therefore, it is easy to see why the dialect would have
been projected onto the Mori as a marker of ethnicity. Thus, whenever writers and
editors portrayed this dialect as being an inherent attribute of being Mori, they no longer
needed to question why Mori spoke this way. This portrayal makes it seems inevitable
for the Mori to be disenfranchised economically, for the way they speak English reveals
their inability to adapt to modern society. In reality, it is their position in society which
produces this dialect. This is a cycle that is endemic to the social structure, not to the
Mori people, and so it only through the dismantling of this structure that the cycle will
be broken. Thus, even despite Wevers’ praise of Ihimaera and Grace for portraying
poverty in their communities, her remarks fall short of encouraging readers to consider
the real foundation for that poverty.
For Wevers, Patricia Grace “[m]ore than any other Mori writer…has made
English a Mori language.”93 However, Wevers quickly moves out of the realm of
language: “To read her stories,” Wevers says, is to “think Mori.”94 To “write” or
“speak” Mori can be discussed, as above, from a linguistic standpoint, but what does it
mean to “think” Mori? For Wevers, Ihimaera’s and Grace’s stories are successful Mori
short stories because they work to bridge the divide between the Mori and Pkeh
worlds. They work to make the Mori experience not so foreign to the Pkeh reader.
And while this may have seemed like a success to Wevers, especially in light of the
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increased consumption of Mori art and writing during the Mori renaissance, it
continued the practice of limiting the kinds of works Mori were allowed to produce. For
in order to get published, to sell books, and be anthologized, a writer must capture the
Mori experience in a way that Pkeh readers and editors find acceptable.
While the prefatory material in the first three collections attempts to collect the
best representations of New Zealand short fiction, Wevers’ introduction highlights the
fact that creating anthologies, forming a canon of classic New Zealand writers, is not a
passive exercise of cataloging or displaying, but is itself an act of creation. The moment
stories are put into a collection like New Zealand Short Stories, under the prestigious
Oxford University Press, they become representative, showing not what the New Zealand
experience is, but what a select few think it ought to be. Furthermore, anyone who does
not identify with this particular representation is marginalized and silenced.
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CHAPTER THREE
MORI SHORT STORIES IN ENGLISH
Introduction
The preceding chapters have offered a genealogy of the short story in Aotearoa
New Zealand. I have outlined not only the evolution of the New Zealand short story as a
genre, but also the evolution of the New Zealand short story canon. I have discussed in
some detail the ways that Mori have been either included in or excluded from this
canon, and I have discussed the process through which Mori became more than silent,
metaphorical figures in Pkeh writing. This chapter will look at the period between 1950
and 1970 when Mori were beginning to be published and anthologized. Scholarship on
early Mori writing tends to focus on the writing of Witi Ihimaera and Patricia Grace, the
two most internationally well-known Mori writers (Ihimaera was the first Mori and
Grace the first Mori woman to publish single-author collections of short stories).1 While
these writers are indeed central to the discussion of the rise of the Mori voice in the
literature of Aotearoa New Zealand, it is worth looking at how some less frequently
discussed writers contributed to building the foundation upon which writers like Ihimaera
and Grace were able to build their careers. More specifically, it is worth examining the
ways that Mori writers were able to participate in dominant culture while still
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maintaining a level of autonomy and creative sovereignty. This chapter will look at
published Mori writing to examine the ways this voice was asserted, not just so that it
might speak within Pkeh discourse, but more importantly, that might challenge the very
nature of that discourse.
J.C. Sturm’s “For All the Saints” has been called “a harbinger of an emerging
Maori literary canon,” and Allen sees in the Te Ao Hou stories “efforts to assert cultural
and political distinctiveness.”1 It is important to note that this desire to “assert cultural
and political distinctiveness” emerged at the same time that Davin and his followers were
attempting to assert a literary particularity for the New Zealand short story. Clearly, as
one approved discourse was emerging, another counter-discourse was also beginning to
bloom. But while Davin’s history has been well documented and discussed, the history of
the earlier Mori writers in English has remained submerged. It is, therefore, the goal of
this chapter to bring a part of that history to light.
In order to set up this discussion, I will survey Mori writing, beginning in the
colonial period. Although Mori did not begin publishing short stories until the middle of
the twentieth century, they did publish in a number of other genres (non-fiction reports,
waiata [sung poetry], and other forms of oral culture transposed into print). Writing from
this period demonstrates some of the changes that were taking place within Mori
society, and it illuminates the ways that Mori writers were using written media to
address, confront, and make use of these changes. The kinds of issues brought forth by
writing of these other genres will allow us to discuss the history from which Mori short
stories would emerge, providing a critical lens through which to approach them.
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Historical and Literary Context
Mori in the Colonial Period
To speak of Mori writing in English is to speak of a complicated phenomenon.
Before Europeans arrived on the shores of Aotearoa and began transcribing te reo Mori
into letters and words, the Mori culture was entirely non-literate. That is not to say there
were not texts; cultural texts are incredibly significant—truly central—to the expression
of moritanga and the preservation of knowledge and stories. And so, to say that Mori
only began “writing” after colonization is an incorrect and ethnocentric supposition. This
study is interested in these non-literate traditions that predate the creation of the Mori
written grammar, and how they both effected and were affected by the creation of a
written literature in English. What does it look like when an oral culture begins writing?
Particularly when writing in an alien tongue? This question feeds directly into my interest
in Mori short stories in English, for it was only after this long and complicated process
that Mori began writing short stories in English. To try and understand such stories with
a level of integrity, one that requires a literary critic to move outside of a Westerncentered epistemology, it is necessary to ground oneself in history.
Mori are not one homogenous group, as they are often portrayed in literature, but
rather are broken up into hap (sub-tribe) or iwi (tribe) living on either the North or the
South Island. According to Michael King, before and during colonization, Mori identity
“was expressed through descent lines and proverbs”— references to identity are
“invariably tribal and regional, never ‘Mori’.”2 However, because a single, unified
people was easier for the British government to deal with, they were often treated as a
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single homogenous group. As a result, in cases such as the signing of the Treaty of
Waitangi in 1840, now considered New Zealand’s founding document, a small number of
particular tribal leaders were expected to speak on behalf of all Mori. As in the case of
the Treaty, this representation often took the form of the newly introduced written word.
Before the arrival of Europeans, stories and histories were passed down orally and
through other arts, such as carving and weaving. The first published writing in Mori,
therefore, did not come from Mori writers. The first writing in Mori was connected to
the Church or the State. Missionary societies put out religious tracts, moralizing
narratives, and newspapers, as well as “books of the Bible, orders of service, catechisms,
prayer-books, hymnals, and almanacs.”3 The government sponsored publications that
were meant to “inform Mori readers about the civilizations of Britain and Europe and
about government policy.”4 It was in response to this discourse that Mori eventually
began to produce their own written literature.
As McRae points out, Mori culture did not reject orality in favor of literacy
outright. One of the complications that arose with the introduction of print to Mori
culture was that “traditional knowledge could be disseminated far beyond the reaches of a
tribal audience.”5 McRae explains that this was a potential problem because “it was a
feature of Mori oral traditions to be closely controlled by the tribal group,” and “with
writing they could be communicated well outside its boundaries.”6 However, writers
were able to control who read their texts to some extent, “by selection of an audience [or]
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by limited print runs.”7 Thus, as Mori began printing written texts, such as written
records of traditions, they were often “kept close to the tribal home and…made available
only to selected readers.”8
Most published records of Mori oral culture come from a collaboration of Mori
and Pkeh writers and informants. The most famous example is Sir George Grey, who
put a prolific amount of Mori tradition into English. In creating his Polynesian
Mythologies (discussed briefly in chapter one), Grey collaborated with a number of
Mori. McRae points out that Grey “also sought out others to write for him.” 9 Wiremu
Maihi Te Rangikheke (ca.1815-1896) was one of the most significant contributors to
Grey’s cause. He worked with Grey between 1849-1853, and wrote “some 800 pages on
many topics—language usage, the origin of man and the universe, religious rituals and
ceremonies, customary practices, and historical events in the life of his tribe [Te Arawa],”
along with 234 pages of commentary on the meanings of words and customs referred to
by Grey.10 John White (1826-1891) also gathered and published material from Mori
informants. He “asked a Ngapuhi chief, Aperahama Taonui, to write down the history of
his tribe.”11 This literary fusion of Mori and Pkeh is indicative of the contemporary
colonial climate. Recent scholars have attempted to identify and distinguish Mori
contribution from Pkeh contribution. Agathe Thornton has compared the three
manuscripts by Te Rangikheke, two of which were written for readers who “would have
expert knowledge about ancient traditional stories,” and the other was written for Grey
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(an outsider).12 The texts vary in a number of significant ways; for example, whereas
connections between the narrative and proverbial or cosmonogic sayings would be
apparent to insider readers, they needed to be explained for Grey and his readers.13
Before the mid-twentieth century, Mori writing took the form of non-fiction
reports, waiata (sung poetry), and other forms of oral culture transposed into print but
remaining in te reo Mori. It would not be until the middle of the twentieth century that
Mori writers began publishing short stories in English. Writing from this period, then,
does not relate directly to the topic of short stories, but it does demonstrate some of the
changes that were taking place within Mori society, and it illuminates the ways that
Mori writers were using written media to address, confront, and make use of these
changes. The kinds of issues brought forth by writing of another genre allows us to see
the history that Mori short stories would be emerging from, providing a critical platform
from which to approach them.
By reading these early text, it becomes clear that the Mori culture was being
pulled through a transition. As Stafford and Williams indicate, however, it was not just
the culture that was being manipulated, but Mori themselves. In the early 1900s, Pkeh
arranged for traditional Mori performances to be put on display for prominent
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audiences. In 1901, a performance was organized for visiting British royalty, the future
King George V and Queen Mary, during which Mori performers were forbidden from
“disturb[ing] the pristine image of the colonised presented to the colonisers.”14 Such
performances, Stafford and Williams argue, “[exhibit] a more complex sense of the
situation of Maori in late colonial New Zealand when Maori were situated uneasily
between a traditional past, to which no ready means of return was possible, and a
modernity in which they were excluded from full participation.”15 Traditional aspects of
Mori culture were being mythologized, and at the same time contemporary Mori were
not allowed to create art and writing that would represent a new form of traditionalism.
This position is demonstrated in the kind of writing being published during the period.
Mori were consistently featured as characters—or more accurately, as props and
metaphors—and yet they were not given the opportunity to join mainstream literary
culture and write publicly for themselves.
There were a number of important Mori rights movements at the start of the
twentieth century which used printed material to speak to a variety of audiences.
Participants in the Ratana and Kingitanga movements believed that Mori should be
returned to their rightful position in Aotearoa New Zealand, though they pushed for this
using different, at times conflicting, strategies.16 Sir Apirana Ngata (1874-1950) was a
member of the Kingitanga movement who was able to use writing to voice Mori
concerns within the public discourse of Pkeh society. Ngata was educated at Te Aute
College and in 1893 became the first Mori to earn a degree from a New Zealand
university. He quickly became an important political figure, serving on the Eastern Mori
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parliament, the Native Affairs Committee, and the Native Land Commission. During his
time of service, he contributed to the writing of significant political documents, such as
the Native Land Act of 1909.17 In 1929, Ngata was given authority to “bring land under
departmental control, survey, drain, reclaim and irrigate it, grass, fertilise and fence it,
construct buildings, buy equipment and livestock, and hand it over to Maori farmers.
Through land development schemes he strove with tribal leaders to create self-sufficient
Maori communities.”18
Ngata’s political vision was not universally accepted by Mori leaders and his
writing reveals the tension of the moment, both within and between Mori communities,
as well as between Mori and mainstream Pkeh culture. In addition his political
writings, Ngata authored a number of poems that were disseminated within Pkeh
society. One poem in particular, as described by Stafford and Williams, “displays the
contradictions in the ‘transitional’ situation of the Mori: […] written in English, replete
with classical references, invoking the dying race topos, it is nevertheless a stirring
description of Maori cultural practice that is celebratory as well as nostalgic.”19
Margaret Orbell has published translations and discussions of a number of articles
from early Mori language newspapers in History Now. In one such article, Orbell
discusses a letter published in Te Puke Ki Hikurangi (1897-1913), a Mori language
newspaper published for the Kotahitanga movement.20 Orbell explains that as Mori were
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introduced to the teachings of Christianity, Bible stories and parables were incorporated
into Mori epistemology. She translates a letter, composed in 1900, by Hamiora
Mangakahia of Ngati Whanaunga, an influential Mori figure involved in the
Kotahitanga Movement, written in response to news from the Bay of Plenty of a rivercrossing disaster that took the lives of sixteen children. This letter makes evident the
transition many Mori were experiencing, moving from exclusively Mori histories,
narratives, and epistemologies to a mixture of Mori and Christian. “Employing the
powerful rhetoric of a speaker at a tangi [or funeral],” Orbell explains, Hamiora
Mangakahia “address[es] first the children’s parents and other relatives, [and their]
iwi…Then, in accordance with custom, he addresses the children themselves who now
are setting out on their last journey.”21 Then, following the custom of speakers on marae,
he alludes to an event from history, and finally, he brings in newly acquired stories from
the Bible.
As Orbell points out, rather than causing friction or animosity, the two ways of
thinking merged to create a more layered epistemology: “the two traditions confirmed
each other.”22 Just as interaction with Mori affected the ways Pkeh understood and
constructed their reality, the same can be said about Mori in response to interactions
with Pkeh. Some writers, especially those involved in the Kotahitanga Movement,
incorporated Western epistemologies into their traditional ways of thinking and speaking;
others pushed back against the encroachment of Pkeh epistemology onto Mori beliefs
and customs. This article creates a new kind of cultural identity, one based in both Mori
and Christian tradition. This hybridization would become a hallmark of a great deal of
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Mori writing in the twentieth century. Some writing would bring the two together, as
this article did; others would value one tradition over the other, but the very fact that
writers felt led to address this meeting of cultures demonstrates the effect colonization
had on the development of the Mori literary voice. Mori writers would challenge
identity categories laid out by Pkeh writers for the last hundred years by portraying the
Mori identity as something varied and complex, and by refusing to fit into the simple
categories set for them by Pkeh editors.
Mori After the Second World War
The concept of “Mori identity”—as one people, as opposed to individual
groups—came about in large part due to the 1930s Depression, the Second World War,
and the urbanization that accompanied these events. King relates: “At the beginning of
the twentieth century well over 90 per cent of Mori lived in rural communities,” but over
the next several decades, Mori left their rural communities to find work in the cities
(traditional subsistent farming was deteriorating due to loss of land and resources).23 The
Second World War in particular triggered this move, as “manpower regulations and the
Maori War Effort Organization opened up a variety of manufacturing and labouring jobs
to Mori men and women.”24 As more and more Mori moved into the cities, interaction
with Pkeh became more frequent. Mori were suddenly much more visible—they were
no longer an abstract existence somewhere in the bush; they were now neighbors,
coworkers, employees, church members.
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Writing inevitably sprang from these new interactions, on the part of Pkeh as
well as Mori. Whereas Pkeh wrote of Mori in moralizing or sentimentalizing ways,
Mori writers were often concerned with issues of alienation and isolation. The writing
by J.C. Sturm certainly fits this description. Sturm’s story “The Old Coat” (1954) was
published in the first issue of Numbers in 1954, making it the first story by a Mori writer
to see publication. In this story, Sturm deals with a particular kind of alienation, one
related to the role of the domestic housewife. In this story, two friends are chatting after
having put their children to bed, when they are visited by a superhuman force. As the
entity shakes the house and pounds on the door, they are able to keep it held in the next
room. When the noise dies down, they open the door to find nothing but an old coat lying
on the floor. The narrator is shaken and pulls a knife from the kitchen. She moves down
the hallway to check on the sleeping children, and each time she turns around the coat is
lying behind her: “Once more that rage took possession of me, and the hunted turned
hunter, I stormed up and down the passage, and in and out of rooms like a mad thing. I
stood beside doors shouting to it to come out, and slashed and stabbed with my knife at
shadows in the corners.”25
This story has seen very little critical attention, but in her MA thesis on Sturm,
Margaret Erica Michael offers an interesting reading. “The Old Coat,” she claims, uses
gothic imagery to comment on the “oppression of domesticity and the life that [women
are] forced to live.”26 In this story, a familiar object, an old coat, is turned into something
dangerous, “a frightening symbol of a fear which must be destroyed.”27 Michael points
out that Sturm is often concerned with the alienation that stems from social forces
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imposed on people. The narrator of “The Old Coat” experiences isolation that results
from an imposed domestic role. In Michael’s words:
The narrator is alone and isolated, and the self-confidence she thought she could
rely on is insufficient. The fight against domestic oppression is a lonely one. The
total absence of any male in the story, by actual presence or reference,
demonstrates that this is a woman’s issue, that there is a gulf between women and
men which means that women must deal with their oppression alone.28
Of course, Michael’s focus on isolation does not fully take into account the fact that the
two female characters are having this experience together. She argues that because there
is no male in the story, the female characters feel isolated in their domestic roles, but this
reading neglects to explore these characters’ relationship as a coming together, a
collectivizing in the face of an oppressive force. This force may be rooted in gender roles
and domesticity, but Sturm also demonstrates that oppression can be experienced
collectively. The women fight off the force together in an attempt to preserve their own
lives and the lives of their children. It is only together that the door is held shut and the
oppressive force kept at bay. This would suggest that Sturm is interested in experiences
of oppression as well as in the ways the oppressed fight back. From this perspective, the
focus is not on isolation, but rather in collectivity. “The Old Coat” displays the outcomes
of oppression—the feelings of fear, rage, and isolation—but it also provides a way to
harness these feelings so that one might fight against the oppressive force. When read this
way, it is remarkable that “The Old Coat” was the first published Mori short story. What
at first appears to be a comment on the gender spheres turns out to be a call to action, an
appeal for women, for Mori, and for other submerged groups to rise together against the
forces of oppression.
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In the December 1955 issue of the Department of Mori Affairs periodical Te Ao
Hou, “For All the Saints” won the first successful literary competition held by the
magazine’s editor, and became the first of many stories by Mori writers to be published
in this venue. 29 “For All the Saints” portrays a friendship between two women, but this
time the racial identities of the women are made plain: one is Mori and the other Pkeh.
This story deals more overtly with isolation, which is more layered in light of the
character’s gender, race, and socioeconomic status. In this story, Alice, a Mori woman
from a poverty-stricken rural family, has moved to the city to find work. The narrator,
whom Alice calls “Jacko,” is a Pkeh woman who comes from a slightly more
privileged working class family. The two women work as nurses together and strike up a
friendship when Jacko sets out to teach Alice to read. Alice finds it difficult to act
according to social codes and expectations of Pkeh society, and her actions and words
often make Jacko feel uncomfortable. It is interesting that we are told the story from
Jacko’s perspective. As a Mori writer attempting to depict the alienation felt by urbandwelling Mori, Sturm could have chosen to narrate the story from Alice’s perspective,
but by telling the story from the narrator’s subject position, the story enacts Alice’s
outsider status. She is within the narrative, but she has no say in how it is told. We as
readers are forced to grapple with our own complicity in this one-sided power dynamic.
We read about Alice, but only a Pkeh interpretation of her. We must continually ask
ourselves if the narrator is reliable, if she is conveying all of the information we need to
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build an accurate understanding of Alice. Because Alice is not allowed to tell the story
for herself, we are not really able to understand her experience. In the end, Alice goes
back home to visit her family and never returns. Jacko is left wondering what ever
happened to Alice, why she never came back. It seems that even though Alice is not
allowed to tell her own story, Sturm at least gives her the power to remove herself from
it.
Despite the significant position held by Sturm’s stories as the first published
Mori short stories in English, Sturm’s writing would be all but forgotten in the years and
decades to come. Once Margaret Orbell became editor of Te Ao Hou in 1961, Sturm met
opposition and eventually stopped submitting her work to the magazine.30 It is clear that
editors had a specific notion of what kinds of stories Pkeh and Mori women ought to
be writing—that is, what kinds of stories Pkeh readers would be willing to purchase—
and when Sturm’s stories failed to live up to that expectation, they were “forgotten,”
much like Pkeh female writer Jean Devanny was “forgotten” and excluded from New
Zealand short story canon. The most “acceptable” early Mori short stories take the form
of “village fiction.” 31 Many of these stories lament the passing away of Mori
traditionalism in exchange for modern (Pkeh) city life. They contain the Mori
experience within a rural location, portraying Mori in stereotypical settings that matched
Pkeh readers’ expectations. There has been a fair amount of criticism launched at
Mori writing from this period. Sturm herself once stated that such stories are “about
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Maoris, but Maoris as Pkeh saw us.”32 Over the course of his career, Witi Ihimaera has
become increasingly vocal about this practice of neutralizing and Pkeh-ifying the
Mori voice. In 1972, Ihimaera published Pounamu, Pounamu (1972), the first collection
of single-authored short stories by a Mori writer. This, along with his first novels, Tangi
(1973) and Whanau (1974), propelled him into the public spotlight, and he quickly
became the definitive literary and political voice of the Mori during the Mori
renaissance.33 Despite the importance of his early work, though, Ihimaera has never been
completely satisfied with them. Feeling constrained by the limits of the “village novel,”
Ihimaera has launched some salient criticisms of the way Mori have been represented by
both Mori and Pkeh writers. In his own early writing, Mori are often depicted in a
typical rural setting where traditionalism is pitted against the demands of modernization.
The stories often lament the fate of the traditions being lost by youthful Mori leaving for
the cities. In an effort rectify his mistakes and to portray Mori in a more nuanced and
politically minded way, Ihimaera has gone back and rewritten (and republished) his five
earliest books, including his short story collection Pounamu, Pounamu.34 In an Australian
radio interview, Ihimaera explains his decision to rewrite these five books:
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at the time that I wrote [the books], the aesthetics were excellent, the quality was
there in terms of them being literary works according to the standards of the time,
and those standards were pretty high because they were set by Janet Frame and by
Frank Sargeson and by other Pkeh writers or European writers in New Zealand.
So what I had to do in those days was to step up to that mark. But there was
another mark that I needed to step up to and that was a Mori mark, and in terms
of Mori cultural standards and Mori literary standards, I just didn’t think that
the work cut it.35
He goes on a little later in the interview:
in those days [around 1972] the New Zealand mythology was that New Zealand
was one country of two people, and therefore our cultural imperative and our
historical imperative and our social imperatives were all towards blending. Much
to my sorrow I bought into that. So the work wasn’t inflected with what I consider
to be the reality of the situation, and I’ve always been unhappy with those first
five books because of that, and that's why I began to rewrite them thirty years
later.36
Melissa Kennedy traces the shift in Ihimaera’s focus in her study of his work from the
1970s to the 2000s. In much of his work, both old and new, Ihimaera depicts the Mori
community “in the pastoral convention of a tamed and peaceful rural landscape,” infused
with “sentimentality and Romanticism.”37 But she shows that in his later works, Ihimaera
is able to challenge the very sentimentality with which he tells his story. He is able to
bring attention to the romanticization of traditionalism in order to challenge it. For
instance, Kennedy looks at The Matriarch (1986)38 and shows how the landscape is cast
in sentimentalized terms, only to be subverted in the very next paragraph. It is this kind of
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technique that Ihimaera sees as particularly useful in deconstructing the various images of
“Mori” that have developed over the last two hundred years.
Te Ao Hou (1952-1976): “A Marae on Paper”
In Blood Narrative (2002), Chadwick Allen offers an in-depth look at Te Ao Hou.
As Allen points out, the first issue “appeared in the midst of the dramatic social,
economic, and demographic changes that followed World War II.”39 The magazine was
the first of its kind to devote such a far-reaching platform for the discussion of issues
concerning the Mori people, and moreover, the first to invite Mori to partake in the
conversation. The founding editor, Erik Schwimmer, hoped the magazine would become
“like a ‘marae’ on paper, where all questions of interest to the Maori can be discussed,”
both by interested Pkeh and by Mori themselves.40 Schwimmer’s allusion to the marae
is significant for this reason. Allen offers a detailed definition of a marae:
In the past, marae referred exclusively to the open yard directly in front of the
wharenui (meeting house), known as the marae atea, and was used for the
performance of rituals on behalf of the community. Today, marae refers to all the
buildings and open spaces in a Maori community facility. Typically, a
contemporary marae contains a carved meeting house (whare whakairo) that
represents and embodies the community’s principal ancestor, an open courtyard in
front of the house (marae atea), and a dining hall (whare kai). Rural marae also
typically include an adjacent cemetery (urupa). A marae may belong to a tribal
group (iwi), clan (hapu), or extended family (whanau), who are responsible for its
physical and spiritual upkeep.41
Importantly, “the marae and the activities performed there are seen [by Mori and other
New Zealanders] as asserting within the larger European-descended community the
continuing integrity, relevance, and beauty of Maori language, ritual, architecture, arts,
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and community values.”42 Allen shows how Schwimmer’s layout for Te Ao Hou also
attempted to “reproduce in the reading experience, as far as possible, some of the
attributes of a ‘real’ visit to a physical marae.”43 His editorial at the beginning “can be
read as a formal welcome (powhiri) to visitors coming onto the ‘marae on paper’.”44
After the fourth issue, Schwimmer moved the obituaries so that they would immediately
follow the editorial, mimicking the practice of “formally [recognizing] the dead” before
carrying on “with the business of the day.”45 The table of contents, too, “provides an
agenda for the magazine’s ‘hui’.” 46 Most importantly, though, Mori are invited to
contribute to the magazine’s content. Although for the first issue, Schwimmer “had to
write a good deal himself to start the ball rolling,…in future he [hoped] to be able to rely
on contributions, especially from Maoris, articles, poems, drawings, photos, or anything
else of interest.”47 Therefore, as at a marae, Mori “pass on their knowledge [and
preserve] traditional literary forms and indigenous knowledges by keeping them ‘alive’
through use.”48
Of course, Schwimmer’s vision for Te Ao Hou clashed with the way the
Department of Mori Affairs had planned to use the magazine as “an official ‘voice’ of
the government” to the Mori people.49 The government was concerned that its voice
might be subverted or subordinated if the magazine published Mori writing. However,
as Allen points out, the magazine’s format also had the potential of feeding directly into
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the government’s assimilationist goals. The idea of creating Te Ao Hou to resemble a
marae allows it to “carry out one of the marae’s primary functions, the staging of hui
(gatherings) for the purpose of building consensus,”50 and the consensus that readers are
supposed to come to fits nicely into the government’s assimilationist project: that “Maori
interest can—and by implication, must—be set aside in order to earn a living”51 in the
“predominantly Pkeh world.”52 Thus, Te Ao Hou “allows individual access to”
traditional Mori practices by “making them conveniently available as a text…[that can
be enjoyed] in the privacy of individually owned Maori homes.”53
Still, Te Ao Hou was the “only national forum where contemporary writing by
Maori authors could be displayed in either English or Mori: articles on history and
traditional arts, personal essays and reminiscences, short works of fiction and poetry, and
new works of traditional or modified genres.”54 Despite the fact that “the earliest Maori
writing in Te Ao Hou appears more or less complicit with the stated goals of dominant
power,” Allen’s chapter is interested in looking at “how the inclusion of diverse Maori
voices in Te Ao Hou opened the possibility for subverting the government’s
assimilationist goals.”55 For Allen, that potential lies in the fact that much of the
magazine was written in both Mori and English. He argues that there are “subtle gaps”
between the English and Mori versions of many texts, which are “metonymic of
persistent linguistic and cultural differences in Aotearoa/New Zealand” at the time, and
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which open up opportunities to problematize the texts’ messages.56 These gaps are
particularly important in writing produced by Mori, whether in essays, opinion pieces,
or creative writing.
One story to which he gives particular attention is Hirini Moko/Sidney Moko
Mead’s (1927- ) dual-language story “Show Us the Way/Whakaaturia Mai Te Huarahi”
(1962), published under Orbell’s editorship.57 This story is narrated by a Mori man who
invites a Pkeh coworker, Bill, into his home for tea. Predictably, Bill ends up rattling
off a “litany of Pakeha complaints against the continuation of Maori traditions and
political structures based on the Treaty of Waitangi,” using a “patronizing tone [which]
represents…typical Pakeha attitudes toward the ability of Maori to make important
social, economic, and cultural decisions for themselves.”58 The narrator, Rapa, does not
openly counter Bill’s Eurocentric notions, but in his mind he responds to each by
“detailing to himself and to the reader the social and spiritual necessities” of the various
Mori customs and traditions that are under attack.59 At first sight, “Show Us the Way”
fits into the category of “village fiction.” Mead paints Mori in a rural village, passively
and helplessly facing pressures of assimilation. Rapa passively listens to Bill’s criticism
of Mori customs and his desire to eradicate them, but to himself (and the reader), Rapa
questions Bill’s assumptions and pokes holes in his summations of these Mori traditions.
When pushed for an opinion on the subject, Rapa says, “I don’t quite know whether you
are right or wrong…Yes, perhaps you are right. Who knows!”60 But Rapa inwardly
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disagrees with Bill, and their conversation leads Rapa to ponder the fate of his people:
“What troubled me most was this. Supposing the policy laid down to guide us was
wrong, all of us would be destroyed, our children and our grandchildren.”61 The story
ends with a plea for help:
Who should lay down a policy? Should we ourselves, or should we rely on the
enlightened members of the Pakeha people? And if it should be wrong, who
would be responsible for our destruction? Is anyone able to say that we should do
this and do that, bearing in mind the responsibility that should he be wrong, the
whole of the Maori people will suffer? We are the ones who will feel the pain.
And I am already in pain.
Wandering aimlessly
And calling hopelessly
Ee, u ee!
Then I began to pray.
O God, if You are the keeper
Of all knowledge,
Please show us the way
That we should follow
So that we the Maori people
Shall not fall into dark oblivion.62
This passage evokes the dying Indian topos, a race of people fading into memory. Even
though Mori are now writing and publishing, the literary depiction of Mori has not
changed substantially. Mead’s story could be read right alongside A.P. Gaskell’s “Picture
in the Paper” or Finlayson’s “Sweet Beulah Land.” On the surface, the Mori are
portrayed in a typical way—in the country, in a run down house filled with dirty
children—and the Pkeh are also portrayed in a way reminiscent of Sargeson’s or
Finlayson’s oppressive puritanical Pkeh. As Bill and Rapa carry out a conversation
regarding the future of Mori-Pkeh relations, the conversation becomes heavily one
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sided, but only in terms of what is said aloud. Bill tells Rapa that all of the Mori
traditions—the tangi (funeral), the hui (social gathering)—should be abandoned. These
traditions, he claims, keep Mori and Pkeh apart culturally: “Their greatest sin,” Bill
explains, “is that they separate us, making us go our separate ways. The Maoris go to
their huis and the Pakehas go to theirs. We should really go together for we are one
people—New Zealanders.”63 However, even though Rapa does not outwardly contest
Bill’s assertions about Mori customs, he turns inward to the reader, and addresses each
of Bill’s criticisms, explaining the significance of each practice and the damage that
would be done if such important aspects of Mori culture were destroyed.
By placing the narrative inside of Rapa’s thoughts, Mead provides a space for his
resistance to come out. He may not verbalize his disagreements to Bill, but he carries out
a forceful counter narrative in his own mind (which he offers to the reader). Bill asserts
that the tangi, the traditional funeral rite of the Mori, ought to be abolished, for it
“wastes time, wastes money and wastes food.”64 In response, Rapa turns the critique onto
the funerary practices of the Pkeh:
I have seen the utter loneliness of the Mori dead when following the Pkeh
rites. I have seen our elders seeking a way by which the tears can flow and the
speeches be heard, according to Maori custom. The way is not found. The
thoughts became trouble, confused, and sorrow was withheld. One pitied the
lonely relative lying there—he was not greeted nor was he kept warm, he was not
wept over, nor farewelled.
Then they arrived at the cemetery. No longer could sorrow be contained.
The tears rushed out like a waterfall. Loud wailed the mouths, to weep the
traditional weeping of the ancestors of long ago. Then uncertainty reigned, for
fear of transgressing and being wrong. Then there was silence. The tide of tears
had ebbed.65
At this point, Rapa offers a waiata, a poem:
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Gently blows the wind from the North
Bringing loving memories
Which causes me here to weep
Tis sorrow for the tribe.
Nga Moteatea, No. 7166
Rapa laments the loss of traditionalism that has already taken place. He tells Bill, “Many
are the Maori customs which have disappeared into oblivion.”67 Despite his assertive
internal dialogue, Rapa, again, portrays Mori in a familiar way: as a dying race,
something to lament, something to mourn.
In this “village story,” Mead offers a typical depiction of rural Mori life, but he
also offers a specific critique of contemporary Mori-Pkeh relations. In a brief break in
the conversation, Rapa reflects on his friendship with Bill:
I don’t know why we should become friends for to my knowledge I am his
only Maori friend. I know he hasn’t seen much of Maori life and customs. But he
has heard the usual opinions held by some Pakehas, I refer to such statements
as—the Maori is lazy, he is dirty, he is a drunkard, and so on.
Now he has come to our home. He will see how this Maori family lives.
Perhaps at some future date he will invite my wife and me to his home, so we will
see how a Pakeha family behaves in its home.68
This passage reveals the real source of “friction” that exists between Mori and Pkeh. It
is not that the two cultures are fundamentally at odds or are incompatible with one
another; rather, it is because neither side has an accurate view of the other because of the
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line that has been drawn, over and over again, in order to separate them. Bill enumerates
all of the ways that Mori customs are wrong; yet he has no actual experience of those
customs, he has no understanding of their purpose and their worth within the Mori
cultural framework. Rapa, too, admits that he does not understand Pkeh because he has
not seen the way they behave in their homes. He can only form an image of Bill based on
stories that Bill tells him.69 Bill has never invited Rapa into his home, and when Bill is
invited into Rapa’s home, he does more speaking than listening. Thus, because of their
mutual ignorance, both are forced to judge the other based on stories told to them.
Of course, the true cause of this “friction” is the uneven power dynamic at work
in their relationship. There are a set of stereotypes about the Mori that are well known to
both Bill and Rapa: that “the Maori is lazy, he is dirty, he is a drunkard, and so on.” Rapa
must fight back against these stereotypes, whereas Bill is not made to explain his way of
life and social practices. The only way the two sides can reconcile is if this power
dynamic is interrupted and reconfigured. If this does not happen, the Mori epistemology
is reduced to a diminutive form: it becomes nothing more than a stereotype. Like in the
story, the level of dialogue does not match up: one person is speaking out loud, the
answer is spoken silently, and the two parties are unable to communicate because they
are speaking on two different planes. Bill believes that casting off the Mori customs will
benefit all because it will allow Mori and Pkeh to become one unified people. But as
Rapa points out (to himself and the reader): “A Maori is a Maori and a Pakeha is a
Pakeha. We have customs and peculiarities which don’t find favour with the Pakeha
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people, and he has some we don’t like.”70 Bill’s notion of unity—“that [Mori] should
leave behind, throw out and abandon our Maori customs”—stems from a long history of
colonial paternalistic discourse.71 The fact that readers are given both sides of the story—
not just Bill’s familiar assimilationist rhetoric, but also a counter-rhetoric—Mead invites
his readers to actively engage with the text, questioning and challenging the presumptive
nature of Bill’s complaints. When Bill argues that Mori go into debt so that they can
leave work to attend a hui (traditional gathering) on other islands, Rapa exposes Bill’s
stereotyped view of Mori: “Away again went my thoughts. I am able to meet all my
debts. Is it possible that I am the only Maori who can? I doubt this. I am able to spare a
few shillings to go to a hui. Those shillings die the death of chiefs; they are not wasted, at
least, that is what I think.”72 Rapa emphasizes the significance of the hui, not just for the
Mori culture, but for him personally:
I heard the wise and sensible words spoken upon the maraes, words touching
upon our troubles. I watched the entertainments—the haka, poi dances and other
posture dances. Then, as I watched, the strange spirit of the haka touched me,
penetrating to the very marrow of my bones. The life principle of the Maori, lying
quiescent here, was stirred. It was being fed. Now spontaneously my tongue
wants to dart out, my eyes want to dilate, my muscles jerk and I want to plunge
into the haka.73
The hui is so important to Rapa that describing it to the reader causes him to relive the
intensely emotional experience. He draws on this experience and the knowledge offered
at the hui to understand his relationship with Bill.
The “friction” between Mori and Pkeh is so deep-rooted that Rapa believes
there is no possible solution: “It would be different if there was a remedy for this
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situation. Since there isn’t I must keep my thoughts to myself.”74 He seems to know that
power is so unevenly distributed it is almost impossible to change. He knows that doing
anything to upset that dynamic would only cause problems for himself and his family,
and so he chooses to appear compliant and receptive to Bill’s horrifying suggestions.
However, Mead offers a way to deal with this “friction”—by opening up a dialogue
where both parties are allowed to speak. By allowing Rapa to speak to the reader, Mead
challenges Pkeh readers to rethink their preconceived ideas about what it means to be
Mori. By experience Mori “life and customs,” Rapa believes Pkeh will be more
willing to listen to the Mori perspective. And even though their depictions of Mori “life
and customs” in village stories such as this were not as nuanced, complex, or accurate as
they would become, writers like Mead played a vital role in the opening the conversation
between Pkeh and Mori. Mori were no longer only characters in Pkeh stories; they
were now active members in the conversation.
Contemporary Maori Writing (1970): Margaret Orbell
Mead’s argument is the most resistant and interesting in its original form in Te Ao
Hou. Allen shows how the bilingual nature of this story—the fact that the Mori version
and the English version are printed side-by-side on the magazine page—“offers a subtle
challenge to the assumption of Pakeha superiority [via] the intertext created when
bilingual readers read across his English and Mori versions rather than [reading] them
sequentially.”75 He explains that “for both English- and Maori-only readers, the absolute
authority of either version by itself is undermined…only the bilingual reader has full
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access to all of the text’s potential meanings: Maori, English, and the two combined.”76
He argues that when read sequentially—first in one language, then in the other—the two
versions of Mead’s story are “close approximations of each other,” but when read “back
an forth across the gap,” it becomes clear that “at key moments, the interplay between
Mead’s versions suggests that Rapa and Bill’s debate is being conducted on two
potentially opposed levels.”77
For Allen, the debate correlates directly to the two versions of the Treaty of
Waitangi, signed by the British queen and a number of Mori chiefs in 1840. There were
two versions of the Treaty, one in English and one in Mori, and as Allen points out, in
regard to both the dual-language story and the two versions of the Treaty, “No matter
how accurate the translation, there are discrepancies between the culturally defined
connotations of Maori and English expressions.”78 Allen reads these two texts together,
showing how Rapa’s internal monologue mirrors the Mori version of the Treaty, while
Bill’s assertions mirror the English version, the version that has held the most political
sway in dominant society. This is significant, Allen asserts, because it “raises, further, the
complicated issue of the power of language and representation to affect the real lives of
individuals and communities, an issue often avoided in discussions of how Pakeha
policies will affect the lives of politically subordinate Maori.”79 Because it is printed in
both Mori and English, then, Mead’s story offers bilingual readers the opportunity to
explore the gaps in order to place both perspectives on equal footing. The English version
of the story, just like the English version of the Treaty, should not be the only version
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taken into consideration. In order to acknowledge and reconcile the differences in
representation that exist between languages, both versions must be given equal amount of
attention and respect.
Mead seems to know that simply speaking within the Pkeh discourse is not
enough. Writers must invite Pkeh to enter a different literary terrain, they must
encourage readers to engage with them on Mori terms, within a Mori epistemology, as
represented by the “marae on paper.” This becomes most clear when Mead’s story is
recontextualized eight years later in Contemporary Maori Writing (1970).80 This
anthology, edited by Margaret Orbell, brings together twenty-seven stories and poems by
Mori writers, most of which had been first published in Te Ao Hou. Orbell’s collection
moves these texts out of the bilingual “marae” (although most of the stories and poems
were not originally published in both languages) and into a distinctly Western genre, the
collection or anthology. Orbell explains that the writers she has brought together “are the
first generation of Maori writers to make much use of literary forms that are European in
origin” (although J.C. Sturm is conspicuously absent), and so, for Orbell, it seems natural
to place these European “literary forms” into a collection based on a European model.81
Orbell commends this move, explaining to her (presumably Pkeh) reader:
As Maori society became less communal and traditional in nature, so that the
individual was thrown more on his own resources and was forced to make a
personal choice from among an ever-increasing number of alternatives, the old
literary forms lost much of their significance. Despite the survival of oratory on
formal occasions, the printed word is now the medium of literary communication.
New truths must be expressed in new forms.82
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Orbell does not simply acknowledge the fact that Mori are in a state of transition,
moving from rural communities into cities, sometimes giving up traditional values in
exchange for mainstream Pkeh ones, but she seems to be celebrating that transition.
She concedes that the “oral literature” was appropriate for Mori of the past, when poets
and storytellers were not expected to be original, but instead needed to provide “forceful
and ingenious [statements] of recognised truths.”83 As Mori cast off their traditional
ways, however, the writer is now “thrown more on his own resources and was forced to
make a personal choice from among an ever-increasing number of alternatives.”84 The
writer, then, becomes more individualistic, asserting more agency, finding the will and
the power to choose whatever life he wants, “from an ever-increasing number of
alternatives.” The world is opening up for him, and Orbell sees this as the thing that
makes Mori writing interesting to Pkeh readers: “The rapidity of the changes,” she
writes, “gives urgency to their writing…In the attitudes that they have in common, and
also in the ways in which they differ, the writers in this collection provide a convincing
portrait of Maori life.”85 Like editors before her, Orbell is interested in Mori writing
because of what it has to offer a Pkeh readership. Orbell asserts: “They are significant
new voices in New Zealand literature,” inserting them precisely into the literary tradition
outlined in the previous chapters of this study.86
Although this move played a key part in the rise of the Mori voice in New
Zealand literature by getting Pkeh readers to read Mori writing, it also presented a
potentially limiting effect. Rather than simply offering the stories to readers, Orbell
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articulates how they ought to be read and understood. She offers one correct reading, and
by implication, forecloses all possible alternatives. Clearly, Orbell has brought these
stories together because they reinforce some notion of what “Moriness” looks and
sounds like to her. In this way, the stories cannot offer a nuanced look at what it means to
be Mori, not because the writers are incapable, but because the social pressures of the
time inhibited their ability to speak for themselves. By placing these stories into a
recognizably Pkeh genre, Orbell is able to contain them. The writers are allowed to
speak, but only to say what Orbell allows them to say. Readers are free to listen, but only
because Orbell has sanctioned the message.
Placing Mead’s story in an English-language anthology is a significant move,
especially in light of Allen’s discussion of the potential for resistance that comes from
reading across the white spaces of Mead’s story. This kind of reading is only possible
when both the Mori and English versions are available. In its original version in Te Ao
Hou, the story’s resistance, according to Allen, is in the gaps that become plain when
reading across the page, from Mori to English and back again, line by line. The
discrepancies between words, images, and allusions invite bilingual readers to participate
in the telling of the story. Wherever there is a gap or a discrepancy, the reader can decide
which of the possible meanings to attach to it. The reader might choose to read the story
from a Mori perspective, performing an “indigenized” reading, or she might perform a
“Westernized” reading, through the lens of traditional European literary tropes and
generic conventions. Or she might do some combination of both. The important thing is
that the opportunity is there; the space is opened up for discussion, for contention, for
argument. Mead’s story does not offer only one way of reading Mori in his story; he
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asks questions and encourages his readers to come up with answers. It allows readers to
approach each version of the story, looking for ways the versions agree and disagree with
one another. The reader becomes an active participant in the creation of meaning; he or
she is able to translate the terms and interpret the story in a way which values both Mori
and English without necessarily privileging one over the other. Orbell’s English-only
version of the story removes the possibility for performing a dual-language reading, and
so like Davin, she gives more credence the English language than to te reo Mori.
Moreover, once Mead’s story is taken out of the context of Te Ao Hou and placed in
Orbell’s anthology, it represents Mori in way that is recognizable and unthreatening for
Pkeh readers.
Rewriting Mori
Over time, different writers and critics have espoused notions of how Mori ought
to be depicted, how writing ought to look and sound. Critics like C.K. Stead have had a
very particular notion of what writing about Mori and by Mori ought to be like. In
1985, Stead published a controversial review of Keri Hulme’s novel, the bone people
(1984), in which he criticized the author for identifying as Mori. Hulme’s novel won the
1984 Pegasus Award, an award meant for a Mori writer, and in his review, Stead
questioned whether Hulme fulfilled that criteria. As he points out: “Of Keri Hulme's eight
great-grandparents one only was Mori,” the basis from which Stead thinks ethnic and
cultural authenticity ought to be drawn.87 He goes on: “Hulme was not brought up
speaking Maori, though like many Pakeha New Zealanders she has acquired some in
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adult life. She claims to identify with the Maori part of her inheritance,” but he is quick to
point out, this is “not a disadvantageous identification at the present time.”88 Stead
suggests that Hulme does not fit the traditional role of “Mori”—she did not grow up in a
rural Mori community, she did not speak Mori at home—and his argument seems to
suggest that she is simply cashing in on her “Mori” capital.
A number of critics and writers, both Mori and Pkeh, came to Hulme’s
defense. In the early 1990s, Stead was asked to edit The Faber Book of Contemporary
South Pacific Stories (1994). This collection includes significant voices from across
Oceania, but a number of writers are conspicuously absent. In “A Note on Absences,”
placed at the front of the text, Stead explains that Samoan New Zealander Albert Wendt
(1939- ), as well as Mori writers Patricia Grace (1937- ), Witi Ihimaera (1944- ), and
Keri Hulme (1947- ) (whom he refers to as Mori-Pkeh) had agreed to include some of
their stories in the collection, but that “at the last minute, and in unison, these four asked
that their stories be withdrawn.”89 Ihimaera outwardly questioned the choice to have
Stead, as a Pkeh, edit the collection of Polynesian writers. Furthermore, Keri Hulme
pointed out, in a letter she wrote to the publishers, that “unless [the people at Faber and
Faber] are aware of the extensive history of insult and attack that surrounds Karl Stead’s
relations with Mori and Polynesian writers, I doubt [sic] very much that you will
understand the current matter.”90 In the previous chapter, I drew attention to the fact that
while Stead’s edited anthology of New Zealand short stories included the first
anthologized Mori writer, he neglected to make any mention of it, and instead devotes
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his introduction to a discussion of oft-discussed Pkeh writers. His attack on Keri Hulme
also contributes to this “extensive history.” In an article published in 1989 (aptly titled,
“Why C.K. Stead Didn’t Like Keri Hulme’s the bone people”), Margery Fee opened the
issues Stead raised for further discussion. She explains that while “[many] critics would
dismiss Stead’s points as merely anti-Maori or anti-feminist,” she feels that “that is too
simple, since he is transmitting ideas about race and equality that have evolved over
centuries, and have become, for most people, common sense.”91 Fee thinks Stead is “right
to look sharply at Hulme’s claims to write as a Mori” because doing so forces us to
confront these assumptions.92 Fee begins her article by pointing out that
Stead raises here two very controversial questions. First, how do we determine
minority group membership? Second, can majority group members speak as
minority members, Whites as people of colour, men as women, intellectuals as
working people? If so, how do we distinguish biased and oppressive tracts,
exploitative popularizations, stereotyping romanticizations, sympathetic
identifications and resistant, transformative visions?93
Her discussion is based on the “[fairly] widespread agreement [which] exists in the
academic community that the biological contribution to race, gender and class differences
is negligible: these differences are, rather, strongly rooted social constructs.”94 Stead, on
the other hand, has a specific idea of what it means to be a “Mori” text; if is not in
language (te reo Mori, not English), or form (traditional waiata, not the novel), then it
must be “by virtue of the racial antecedents of the authors.”95 Fee points out the danger in
this logic. “White writers,” she says, “can choose to write as whatever they like: [but]
minority writers are usually forced into the position of speaking for their minority,
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whether they want to or not.”96 Their agency as writers is limited to what is expected of
them as representative voices within their minority. They are not free to write with
authority from any subject position other than their own. Their writing is necessarily
political; it is expected to address concerns related to their unprivileged position, and to
somehow exhibit characteristics that qualify it as belonging to that particular minority.
For Stead, this formulation might not seem problematic. In fact, the same
principles could be applied when determining any national literature. In 1953, Davin
wondered what it was that made a writer part of New Zealand’s national literary canon,
what characteristics one must possess to be deemed a “New Zealand short story writer,”
whether it has to do with one’s nation of birth, one’s concern for local issues, or one’s
pattern of speech. Just as Davin attempts to articulate what it means to be a “New
Zealand short story writer,” Stead attempts to articulate what it means to be a “Mori
writer.” He argues that “The Bone People…is a novel by a Pakeha which has won an
award intended for a Mori,” his line of thinking follows Davin’s.97 The problem, then, is
not necessarily in Stead’s conclusion, but rather in his inability to acknowledge the
historical context of his argument and his own privileged position within it. Stead is an
outsider attempting to articulate a tradition to which he does not belong, and which has
been historically oppressed and defined by the more politically powerful Pkeh. Stead’s
intention tends to perpetuate this history, offering the Mori a fully formed identity
category, rather than allowing them to create one for themselves. As Fee puts it, “an
awareness of the power of the dominant discourse to eradicate difference [is] a power
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Stead uses without any apparent awareness of its oppressive function.”98 For Hulme, as
well as those who support her claim to Mori identity, “‘actual’ Maoriness, like an
‘actual’ family, has nothing to do with biology and everything to do with solidary of
feeling.”99 In this understanding, cultural identity is not just linked to inherited qualities;
it evolves according to one’s relationship to other people, within a network of social
orders. Writers, both Mori and Pkeh, belong to a number of social groups, and each
must be allowed to define those groups and their position within them for themselves.
Fee argues that labeling Hulme as a Pkeh “discredits her vision, marginalizes her
message, and buries her in a tradition that can safely contain her.”100 This is the effect of
attempting to define a minority literature from a position of power. What starts as a
genuine attempt at comprehension can become an attempt to name and contain. This
move characterizes much of the critical reception of Mori writing by Pkeh critics
throughout the twentieth century.
Conclusion
Despite Stead’s concerted efforts to foreclose possibilities of agency—to see
people as either belonging to one category or another, as being either Mori or Pkeh (or
not existing at all)—there are writers and critics who are attempting to forge a new
language with which to talk about identity in Aotearoa New Zealand. For Fee, Hulme
proposes “her own mediatory perspective as a model for all New Zealanders.”101
Hybridity—if not in blood, then in “solidarity of feeling”—can be used as a way of
conceptualizing an identity that fits the cultural constructions of neither Pkeh nor
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Mori. In recent years, as Melinda Webber discusses in her book Walking the Space
Between: Identity and Mori/Pkeh (2008), “this concept of hybridity has been
reappropriated from negative racial discourse to represent a more open-minded view of
self-identification.”102 She offers a quote from Homi Bhabha’s Nation and Narration
(1990), which is worth replicating here:
[The] importance of hybridity is not to be able to trace two original movements
from which the third emerges; rather hybridity…is the ‘third space’ which enables
other positions to emerge. This third space displaces the histories that constitute it
and sets up new structures of authority, new political initiatives, which are
inadequately understood through received wisdom…the process of cultural
hybridity gives rise to a something different, something new and unrecognisable,
a new area of negotiation of meaning and representation.103
Webber emphasizes that this “third space is a mode of articulation, a way of describing a
productive, and not merely reflective, space that brings about new possibility. It is a
space of negotiation, interrogation, and self-determination.”104 In other words, it requires
a dialogue, between the multiplicity of inward voices competing within one person, or
between the multiplicity of outside voices, deliberating what it means to be Mori, who
ought to write as Mori, and what that writing ought to look like. Thus, writers like Keri
Hulme (descendant of both Mori and Pkeh), or Albert Wendt (a Samoan poet and
writer who immigrated to Aotearoa New Zealand), or Alan Duff (a Mori writer who
speaks openly against the preservation of Mori traditionalism),105 demonstrate that
identity is always complex—it never fits unproblematically into rigid categories—and
that in the end, our fixation on such categories produces a narrow and exclusionary vision
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of what it means to write in Aotearoa New Zealand, as well as much of the post-colonial
world.
The problem, then, with the development of the New Zealand short story canon
over the course of the twentieth century, now becomes clear: only one side of what
should have been a dialogue was ever given voice. Mori were not able to speak as
subjects and so were cast as objects—something that fit the mold of someone else’s
vision. When we look retrospectively, it becomes clear that the writing in Te Ao Hou, the
first outlet for Mori writing, was the first attempt to convey a more informed and
nuanced notion of identity—one created through dialogue. Within the paradigm of the
“marae on paper,” the Mori identity could exist as a question for readers to answer—a
conversation in which readers could become engaged. But when the stories were taken
out of this paradigm, the opportunity for dialogue was foreclosed. The project of writers
ever since this period has been to reopen this possibility.
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CONCLUSION
Much of what I have discussed in this thesis can be extrapolated onto other
genres; however, the short story is of particular significance within the temporal, spatial,
and cultural context of twentieth-century Aotearoa New Zealand. Ihimaera has
demonstrated this in his introduction to Where’s Waari (mentioned in the introduction to
this thesis). This collection, which contains stories from a number of writers, both Pkeh
and Mori (and one Australian), spans the colonial period to the present, and in
Ihimaera’s opinion, “best represents the ways in which Maori identity has been
constructed by our writers.”1 By putting together an anthology of stories, rather than a
book of academic essays, Ihimaera wants his readers to sift through the stories to see how
Mori have been represented: “Waari is in some of [the stories.] In others, the character
looks like Waari and has Waari’s name – but is it Waari? Is Waari more real for being
written about my Maori? And where is Waari going from here?”2 For Ihimaera, hybridity
means being able to “effectively integrate [one’s] dual…heritage without feeling a
stranger to either world,” and this applies to everyone—Pkeh as well as Mori.3 The
freedom that this kind of thinking makes room for would likely have been a welcome
change for many of New Zealand’s most celebrated figures, such as Sargeson and


1

Witi Ihimaera, “Introduction” to Where’s Waari?: A History of the Mori Through the Short Story, ed.
Witi Ihimaera (Auckland: Reed Books, 2000) 9-12 at 9.
2
Ihimaera, “Introduction,” 12.
3
Della Valle, From Silence to Voice, 126.
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Finlayson, as well as those equally as important but not discussed in this thesis, such as
Janet Frame. I would argue that, in addition to other cultural forces operative, the
incessant desire to create a canon, to form a cohesive list of “great” New Zealand writers
was a task set up for failure and disillusionment. Editors, beginning with Gillespie and
coming into fruition with Davin, Stead, and O’Sullivan, have attempted to articulate a
New Zealand literary identity that they thought ought to exist in the ethereal mind of
greater Western culture. But the writing in Te Ao Hou offered a counter-narrative to
dominant discourse, one that exposed identity as something fluid and changing, not
something static and able to be pinned down, making way for writers like Ihimaera to
invite readers to define identity for themselves.
This history has not been discussed at great length by many critics, and so it has
been the goal of this thesis to shed light on the significance of this moment, and to read
this counter-discourse against the grain of the history. The goal is not to emphasize the
dichotomy between these two discourses, to put them into yet another arbitrary binary,
but instead to show that literature, and particularly, the genre of the short story, has given
writers the space to walk between both worlds, while not feeling like a stranger in each.
The short stories in Te Ao Hou offered that possibility, and it was something that writers
have had to continue fighting for, throughout the Mori renaissance and beyond.
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